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ABSTRACT
The research is an examination of the hybrid relationships between 
dance and painting, contributing to the understanding of how these 
manifestations in postmodern culture differ from all their 
antecedents. This investigation is based on an analysis of a single 
work, The Featherstonehaughs Draw on the Sketch Books of Egon 
Schiele (1998), created by the contemporary British choreographer 
Lea Anderson and performed by her all-male company, the 
Featherstonehaughs. The choreographer appropriates the exact 
gestures and poses of models drawn by the Expressionist 
Viennese painter Egon Schiele, claiming that she does not wish to 
depict the essence of his art or his life; rather, her intention is for 
the dance to maintain its own mood and obsessions (in Robertson, 
1998). Thus, Schiele’s expressionist paintings and drawings are 
subjected to Anderson’s contemporary postmodern consciousness 
as expressed in her dance.
An investigation of the scope of hybrid relationships, based on the 
framework formulated by Jerold Levinson (1984), aims to classify 
the range and characteristics of the different relationships between 
dance and painting. Three basic types of hybrids are assessed 
against various examples, establishing that all but one are 
modernist, modernist avant-garde or high-modernism constructions 
and stressing their marked difference from the juxtapositional 
hybrid relationship as manifested in Anderson’s postmodern dance. 
Within juxtapositional hybrids, the ‘fluid boundaries’ instance 
demonstrates boundaries between art forms, disciplines, times and 
cultural discourses that are blurred; however, each form retains its 
own identity, underscoring another critical device - bilateral 
movement between these distinct fields. It is argued that Anderson 
knowingly plays with a variety of disciplines, discourses and 
devices to expand the boundaries of the conventional and 
recognisable patterns of thought commonly manifested in dance.
© Henia Rottenberg 2004
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Introduction
The present epoch will perhaps be above all the epoch of 
space. We are in the epoch of simultaneity: we are in the 
epoch of juxtaposition, the epoch of the near and far, of the 
side-by-side, of the dispersed. We are at a moment, I believe, 
when our experience of the world is less that of a long life 
developing through time than that of a network that connects 
points and intersects with its own skein.
Michel Foucault^
The Scope of Relationships between Dance and 
Painting
The interplay of dance and visual art is not a new, previously unknown genre. 
Its traces go back to ancient cultural societies, between 8,000 and 5,000 BC, 
when people had painted dancing figures on cave walls. More than 400 
examples of painted scenes on pottery and carved stones, from sites in the 
Balkans and the Middle East, serve as data in Yosef Garfinkel’s research 
(1998, 2001), interpreting the illustrated record of dancing and examining the 
special importance of dance as a means of individual self-expression and 
active participation in ritual, which was also used as a method of depicting the 
creation of social solidarity.^ Despite its long history, the characteristics and 
nature of the relationship between dance and painting has attracted little 
attention in scholarly literature. Adrian George reasons in her article “The Art 
of Dance” (2002) that the nature of artist-dancer collaborations is lost because 
of the way the respective histories of the art forms are recorded.^ Of the 
articles that do discuss the issue, most investigate subject matter referring to 
one art form or only a few aspects of the collaboration. Others are historical 
studies that examine a critical moment in the history of the relationship dance- 
painting, offering some insight into its development. Full-length scholarly texts 
devoted to this matter are scarce.
The extent to which dance and dancers inspire the subjects of art in the 
early twentieth-century, is the concern of Nancy Van Norman Baer in her 
essay “The Artist and the Dance” (1983), and of Mario Amaya in his article 
“The Twenties and After” (1961). Van Norman Baer (1983) argues that a bond 
between the painter and the dancer is created through the range of visual 
images of dance as well as the range of artists’ styles, related to movement 
and expressive purpose. She names this relationship ‘inspiration’ and 
illustrates it with Henri Matisse’s observation that he wishes to work like a 
dancer who “begins his day with several hours of loosening-up exercises” 
(Van Norman Baer, 1983, p. 22)."  ^ She continues by commenting on Anna 
Pavlova’s motivation, who said: “I try to express by dancing...what the painter 
expresses with his colors and brushes” (Van Norman Baer, 1983, p. 22). Van 
Norman Baer (1983) and Amaya (1961) both argue that painters are 
interested in dancers’ rhythmic movement, although while Amaya argues that 
the artist frees himself from any recognisable figure. Van Norman Baer claims 
that artists pay attention to the position of the dancers’ feet, hands and arms, 
and particular details of costumes. The most successful works, Baer (1983) 
argues, are those in which the artist's interpretation is achieved through a 
response to both the spirit of drama and the personality of the dancer. She 
illustrates this point with Auguste Renoir’s response to a social milieu in his 
etching Dancing Couple (1883), Henri de Toulouse Lautrec’s lithograph Miss 
Ida Heath -  Danseuse Anglais, and Michel Georges-Michel’s The Opening of 
‘La Parade’.
Horst Koegler, in his article “Choreography and Visual Artists” (1994), 
addresses ‘choreographed paintings’, in which the choreographer depicts the 
essence of a painting or paintings in a most straightforward form, signifying 
the importance of the performer’s role in this process. In this category Koegler 
also includes the classification of the ‘choreographic re-telling of an artist’s 
biography’. One of the examples he gives is Glen Tetley’s dance, The 
Anatomy Lesson (1964), made for the young Nederlands Dans Theater, which 
attempts to reflect Rembrandt’s portrait Dr. Nicolaes Tulp’s Anatomy Lecture 
(1632).
Ted Merwin (1998) and Amy Zornitzer (1998), in their articles headlined 
“Loïe Fuller and the Futurists: Two Views”, examine Fuller’s influence on
Filippo Tommasso Marinetti, the founder of Italian Futurism.^ Merwin and 
Zornitzer both present the manifesto of the Futurist Dance, printed in 1917, to 
illustrate how Fuller, a Symbolist dancer, inspired Marinetti.® In the manifesto, 
Marinetti compares Fuller’s work with that of Isadora Duncan and Valerie de 
Saint-Point, and writes “we Futurists prefer Louie Fuller” (in Zornitzer, 1998, p. 
97).^ The reason was that Fuller, like the Futurists, was “determined to 
produce the total, harmonized, scintillating theatrical event”, which invested 
theatrical action with abstract form and colour in space (p. 98). Zornitzer 
argues further that both Fuller and Marinetti were influenced by scientific and 
technological inventions that were introduced at the turn of the twentieth 
century. He claims, however, that the essential difference between the two 
was Marinetti’s celebration of artistic iconoclasm in contrast to Fuller, who 
“had no cultural or political agenda: her passion was her art” (1998, p. 88).
Amaya (1961) further explores the element of rhythmic movement and 
energy in diverse works of fine art, in various artistic movements since the 
1920s. One of his examples is the Futurist painter Fernand Léger’s work The 
Graces (1930), in which he kept the dance’s rhythm, although the shape of 
the dancers’ ‘pas de deux’ is reduced and generalised (for a further discussion 
on the relationships between Futurism and dance see chapter 1.3.1).® He 
goes on to demonstrate the movement of the stick figure in The Dance Scene 
(1938) by Paul Klee, and describes Piet Mondrian’s Broadway Boogie Woogie 
(1942-43) as the “cold abstractionism of this popular dance music” (1961, p. 
16). Amaya talks about Joan Miro, who has “plum bed the depths of his 
unconscious for the wild, disheveled performer” (1961, p. 16) as illustrated in 
his Spanish Dancer (1945). On the other hand, he claims, Jackson Pollock’s 
works “seem to encompass the very essence of the dance with their 
arabesques, their exciting jetés, their thrust and energy” (p. 18), as seen in 
Number 32 (1950). Jean Dubuffet, he argues, returns to an expression of 
man’s existence through the act of dance and artistic creation, as seen in his 
Danse Brune (1959), through his use of “some vague references to the 
image” (1961, p. 18).
The attempt of some painters to enter the realm of set, costumes and 
posters designers for dance productions is also discussed by Van Norman 
Baer (1983). This allows the production, she argues, to “live beyond the
moment of performance” (p. 23). Another aspect of this phenomenon is of 
artists subjecting themselves to the specific conventions of theatrical dance. 
One example is a painted three-dimensional stage design, which unlike two- 
dimensional backdrops, is integrated into the choreography, as seen in Isamu 
Noguchi’s sets for Martha Graham’s productions. Koegler, who elaborates on 
this aspect, says that it indicates that the painter strives to “break out of the 
picture frame and...to conquer another dimension” (1994, p. 16). Van Norman 
Baer (1983) discerns the importance of artists working as designers for dance 
in the manner it affects and influences the substance material of the art of 
dance. It “extends the context of the dancer’s movement in space through 
means of costume and backdrop, which also establish the mood of a 
performance” (Van Norman Baer, 1983, p. 23), she argues. In collaborations 
of that kind, be they Diaghilev’s Ballets Russes, Romantic Ballet or 
Cunningham’s productions, the theatrical effect becomes greater than 
individual components. Moreover, it can change the dancer’s movement - as 
a result of both design and fabric -  while also enlivening the choreography.
Koegler (1994) and George (2002) both identify critical moments in the 
histories of the arts of dance and painting In the twentieth century. Koegler 
considers these moments in the history of artists designing for dance, which 
occurs in only few cases, as the “true creative partnership in artistic 
cooperation” (1994, p. 16). He reasons that only in such cases choreography, 
space and costumes design had effective influence on each other. The first 
one was Diaghilev’s Ballet Russes, which had descended on Paris in 1909. 
According to George,
every part of his ballets -  choreography, music, set, costume 
and lighting -  was designed to come together to create a total 
experience for the audience.
2002, p. 20.
Koegler and George also mention the creative artistic partnerships between 
Pablo Picasso’s costume design and stage sets for Leonide Massine’s 
choreography. Parade (1917).® George cites Guillaume Apolliniare’s notes in 
the original programme
Picasso and Massine have consummated for the first time this 
marriage of painting and dance, of plastic art to mime that is 
the sign of the accession to the throne of a more complete art.
George, 2002, p. 23.
Another example is the glass spatial sculptures and costumes by Gabo and 
Pevsner for Balanchine’s La Chatte (1927), which Koegler argues had a 
“decisive influence on the style of the performance” (1994, p. 16).
A more subtle aspect of the relationship between dance and painting, 
as Amaya (1961) and Van Norman Baer (1983) both argue, is when the field 
of dance serves as an experimental canvas, allowing artists to work out their 
new theories and ideas with more confidence. Amaya (1961) argues that one 
of the three most important artists to work with Diaghilev, together with 
Georges Braque and Juan Gris, was Pablo Picasso, who tested his cubist 
theories in his costume designs for Massine’s Parade (1917). He argues that 
Picasso, who painted his first fragmented work Les Demoiselles d’Avignon as 
early as 1907, worked out some of his earlier motifs later that year, as seen in 
his paintings Dancer (1907) and Negro Dancer (1907). In the four years after 
Picasso joined Diaghilev, he created the sets for Massine’s Le Tricorne 
(1919), Pulcinelia (1920), and Cuadro Fiamenco (1921). Later, in 1924, he 
painted the drop curtain for Bronislava Nijinska’s Le Train using “an
emotional and primitive means of expression” (Amaya, 1961, p. 14) for the 
dance, which depicts a society that pursues its foibles on a Mediterranean 
beach .E lizab e th  Cowling, one of the curators of the Matisse-Picasso 
Exhibition at Tate Modern proposed that the concept of cubist abstraction 
presents the “constructed multi-viewed points of the artist integrated into a 
single field of painting” (in George, 2002, p. 23). This, she suggests, can be 
read as an “over-layered composition of a single dancer’s body moving 
sequentially through space” (George, 2002, p. 23) as illustrated in Picasso’s 
The Three Dancers (1925).
Such integration, Koegler (1994) claims, happened away from the 
established companies, as can also be seen in The Bauhaus design school, 
founded by Walter Gropius in 1919. The aim of The Bauhaus was to embrace
the whole range of visual arts: architecture, planning, painting, sculpture, 
industrial design and stage work, in order to find a new and powerful working 
correlation of all the processes of artistic creation (Gropius, 1961). Within the 
Bauhaus, Oskar Schlemmer, originally trained as a painter, created Triadic 
Ballet (1922), in which, as Koegler describes, “formal theatrical elements of 
space, form, colour, matter and movement and their interdependence were 
examined” (Koegler, 1994, p. 16).^^
A different and unconventional approach to such a collaboration in the 
theatre was introduced by Merce Cunningham in the mid-twentieth century, 
claims Nelson Rivera in his article “Visual Artists Design for Merce 
Cunningham Dance Company, 1967-1970” (1977). Talking to Jacqueline 
Lesschaeve, Cunningham says that he and his collaborators wish to
bring together three separate elements in time and space, the 
music, the dance and the décor, allowing each one to remain 
independent. The three arts don’t come from a single idea 
which the dance demonstrates, the music supports and the 
décor illustrates, but rather they are three separate elements, 
each central to itself.
1991, p. 137.
When Jasper Johns became the Cunningham Dance Company’s artistic 
advisor in 1967, a position he held until 1970, he invited other artists to work 
for the company.^® Rivera (1997) examines some problems faced by the 
designers who worked with Cunningham’s company: the décor had to be 
flexible to allow touring, to allow different stages, ease of building, assembling 
and packing of the sets, and free space for the dancers to move in. The 
independence of the design from the dance and music, a rather unusual 
aspect, enabled the designer to be free from the choreographer’s ideas, and 
vice versa. But at the same time, Rivera argues, the set “shapes the way the 
dance is perceived, as they are both visual and share the same space” (1997, 
p. 30). Furthermore, this collaboration allowed the designers to convey their 
aesthetic ideas without disguising either Cunningham’s or their own ideas. It 
also seems to enable them to use the total space, providing the means for
design décors that include motion, thus creating another relationship between 
the performance and the spectator.
A text dedicated to the examination of relationships between dance and 
painting is Moshe Kedem’s doctoral thesis “Mannerism and Dance 
(Contraction and Contrapposto)” (1983). its contribution lies in providing an 
analytical tool, new at the time, for interpreting dance. In his text, Kedem 
(1983) links between the visual devices of Mannerism, which flowered in late- 
Renaissance Italy, and dance of the modern era, working from the analytical 
to the practical. He points out the similarities in both art forms, addressing the 
mixture of the seemingly opposite elements of abstraction (by means of 
distortion) and expression, which are grounded in psychological motivations. 
He depicts several artistic means in modern choreography which are used to 
express modernist ideals as opposed to the classical notions of harmony, 
such as repose and tranquillity, and examines their sources in Mannerism. 
Kedem argues, for instance, that the Figura Serpentinata and Contraposto, 
which became, respectively, ‘contraction’ and ‘spiral movement’, are found in 
the school of Martha Graham. The weakness of his argument rests in its 
broad scope. He presents his theory in relation to a variety of dance genres, 
and different styles and cultures. Bringing together ballet. Kabuki, the Graham 
school, Balinese dance and Cunningham school, might indicate that all these 
movements and poses are part of a human movement lexicon which is 
expressed in art in various cultures and periods of time. Therefore, its 
particular display in Mannerist art illustrates only one of its manifestations.
The Research Focus
The thesis presents an investigation of hybrid relationships between dance 
and painting, contributing to an understanding of how these relationships are 
contextualised within postmodern culture and dealt differently from all 
previous hybrid artforms. The research is based on a single dance, The 
Featherstonehaughs Draw on the Sketch Books of Egon Schiele, created in 
1998 by the contemporary British choreographer Lea Anderson for her all­
male company, the Featherstonehaughs. Lea Anderson started to
choreograph in 1984, with the foundation of her all-female company, The 
Cholmondeleys. Since then, she has enjoyed popular success as well as 
critical acclaim. After establishing her all-male group, the Featherstonehaughs 
in 1987, Anderson established her reputation as a leading choreographer with 
her challenging works. She has introduced two series of dance programmes 
on television, toured extensively in Britain and Europe, and her dances have 
become part of dance syllabuses in the British educational system (GCSE and 
A level). As Martin Hargreaves encapsulates: “her cut-up take on 
choreography...continues to place her at the cutting edge of British 
contemporary dance” (2002, p. 19).
Writings on contemporary works of this kind are largely limited to 
critical reviews and short articles, often linking several works together. There 
is a lack of detailed scholarly analysis of individual examples, although the 
validity of generalisations rests upon the specifics of close readings of such 
cases. Such a detailed reading of The Featherstonehaughs Draw on the 
Sketch Books of Egon Schiele, one of whose distinct characteristics is a 
hybrid relationship, enables the formulation of a framework for considering 
artworks that draw on other art forms from other times. Lea Anderson, who 
appropriates Egon Schiele’s painterly images and makes them her own, is not 
the first choreographer to work within this genre. Distinct examples in modern 
culture range from Vaslav Nijinsky in L ’après-midi d ’un faune (1912) after 
Greek vases, to Ninette de Valois in The Rake’s Progress (1935) after 
Hogarth, and Glen Tetley in Anatomy Lesson (1964) after Rembrandt. My 
argument in this thesis is that Anderson’s mode of employing this genre is 
different from all previous hybrid works, and in this respect her dance may be 
viewed as a breakthrough.
Anderson, who systematically categorises her ideas and images in 
notebooks, is engaged in this dance with Schiele’s sketch books instead of 
her own. As she recollects,
When I found a reproduction of the Schiele sketch-books I 
was completely amazed by their similarity choreographically 
to my little drawings of dances.
Robertson, 1998, p. 19.
The process of making the dance, she acknowledges, involved sticking to 
Schiele’s pictures, instead of her own (in Robertson, 1998). She combines 
conventions of pictorial art -  movements and gestures, the flat surface, colour 
and the rhythm of the brush strokes -  with her own discipline. Anderson’s 
images point to her need to represent not only the movements and gestures 
of Schiele’s models but to reconstruct an artistic structure within which they 
could be performed. Aware of this process, she comments: “so I decided to 
have a go at finding his ‘lost’ dances by linking the movements in the drawings 
and paintings” (in Parry, 1998, p. 7). She copies Schiele’s movements and 
gestures only to incorporate them into another aesthetic, that of a 
contemporary dance. In this complicated process, the dancers had to learn 
new muscle ‘memories’, resulting in “expressed feeling on the outside of the 
body”, conveying “rawness and a sense of exposure” (Hutera, 1998, p. 34).
Schiele, whose art is appropriated by Anderson into her own artistic 
medium, is regarded as one of the major exponents of Viennese 
Expressionism by art historians (Vergo, 1991, Kallir, 1983, Comini 1978, 
Powell, 1974). He produced in his short lifetime (1890-1918) an oeuvre of 
paintings and drawings ranging from landscapes to provocative nudes that 
shocked society. Schiele was born into a decade that was nourished by the 
international movement. Art Nouveau (Jugendstil in Germany and Secession 
in Austria). In the second half of the nineteenth century the arts blossomed in 
Vienna; the diversity of languages, nations and races motivated a powerful 
trend of liberalism in the Viennese political and intellectual currents of the time 
(Powell, 1974, Comini, 1978, Schorske, 1980). Seen within the larger arena of 
Viennese Expressionism, a new artistic movement emerged in Europe in the 
first decade of the twentieth century which evolved from German 
Expressionism (the groups Die Brücke and Der Blaue Reiter). What 
distinguishes this art movement, argues the art historian Alessandra Comini, 
is
not only the content -  passage from the façade to the psyche 
-  but also the new approach to form -  from the environmental 
to the existential.
1990, p. 7.
Exposing and probing the psyche, the essence, became the new aim of art in 
Expressionism.
When watching Anderson’s dance, although I was not yet familiar with 
Schiele’s art, it was clear to me that the dance was not telling the story of the 
artist’s life. From the beginning of the dance one could perceive that the 
changing poses of the dancers lying on their mattresses, or when moving on 
stage with bodies held in expressive poses, were all appropriated from 
Schiele’s lexicon of movements and gestures. Notwithstanding, my first 
encounter with the dance was of disappointment. I perceived that copying was 
as a critical strategy, a reductive and a ‘flattening’ device for both the arts -  
dance and painting. However, as the dance progressed, ideas and discourses 
from the disciplines of dance, painting and cultural theories surfaced; the more 
I became aware of its complexity, the more strongly I was drawn into it. This 
was to become the incentive for my research.
I propose, however, that The Featherstonehaughs Draw on the Sketch 
Books of Egon Schiele is more than a bringing together of the arts of dance 
and painting. Anderson’s engagement with Schiele’s art becomes a point of 
departure for another hybrid relationship, that between British postmodernism 
of late twentieth century and Viennese Expressionism in early twentieth 
century. The work demonstrates how a postmodern choreographer working in 
the late twentieth century plays with modern concepts of art. These 
relationships become problematic since the work challenges modernist art 
while, at the same time, creates a link with the past by addressing it. This 
thesis investigates how one of the profound characteristics of modernism -  
uniqueness -  is undermined in the process. As Walter Benjamin (1998) 
argues, the autonomous work of art loses its traditional status as an effect of 
mechanical reproduction. Art, thus, is mobilised in the direction of greater 
democracy by the new mass arts. Anderson, a choreographer creating within 
postmodern culture, clearly reveals the strategies with which she creates her 
art, indicating the problematic nature of pretentious objectivism. This further 
indicates that even a scientific analysis is a culturally biased attempt to 
interpret reality. The thesis proposes that Anderson uses these means to
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express her own views of Schiele’s art and Expressionism, as well as on the 
relevance of these ideas to our time.
The research examines the particular juxtapositional nature of the 
choreography, in which the relationship between dance and painting becomes 
problematic. The hybrid nature of the relationship between the two arts, 
juxtaposed through the use of the fragmentation effect, creates an artwork 
with so much going on that the viewer is compelled to become aware of its 
complexity and multiplicity. Jerold Levinson describes it in his article “Hybrid 
Art Forms” as
too much going on, too much to deal with, more disconnection 
than one can hope to overcome through one’s own integrative 
efforts at appreciation.
1984, p. 12.
What makes this dance special is not only the effort needed to get used to its 
distinct style, but also the layered issues and discourses emerging from it; it is 
a site for presenting artistic, cultural, critical, and theoretical ideas. As Connor 
states in reference to similar contemporary dances,
what now appears to matter most is not the interior history of 
dance, but its mobile attentiveness to other kinds of artistic 
practice and social function.
1997, p. 163.
The confrontation of some of the theoretical themes with the discipline of 
dance enables Anderson to seek out new material and make it part of her own 
art.
Anderson draws on pictorial characteristics and incorporates them in 
her dance. These properties are kept distinct and recognisable throughout the 
dance. The notion of space is shared by both arts, dance and painting; 
however, they are manipulated differently. The flat surface is an element that 
is considered essential and fundamental to pictorial art. Movement in three- 
dimensional space in dance moves the body or parts of the body in space, 
while at the same time the body is surrounded by space. The incorporation of
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these related yet distinct spaces within Anderson’s dance is examined in this 
research. Another interesting juxtaposition of elements shared by both arts is 
texture, manifested as movement in dance and colour in painting. In 
Anderson’s dance, Schiele’s gestures are copied while combined with 
Anderson’s choreographic signature of small movements, and his colours are 
displayed on the dancers’ costumes. The problematic nature of these 
juxtapositions points to unresolved gaps within the dance, which produce 
tension within it.
Among the ideas and theoretical discourses appropriated from visual 
art into the dance is the historical discourse of the disputed relationship 
between the artist and his/her model. Diego Velazquez’s Las Meninas (1656) 
and Francisco Goya’s Charles IV and Family (1800-01) are the two examples 
used to illustrate that tradition, which involves the gaze of the artist and 
spectator as well as the staging of the act of watching. As Lea Dovev, an art 
scholar, suggests in Art in the Fields o f Power (2000), the theme unravels 
power relationships between these participants. Another visual arts historical 
discourse that Anderson is engaged with in her dance is the difference 
between ‘naked’ and ‘nude’. Already in 1960, Kenneth Clark defined the 
‘nude’ in his book The Nude as a cultural norm. The employment of ‘nude 
male dancers to represent Schiele’s ‘naked’ female models and their 
sexuality, I suggest, is knowingly used by Anderson to blur the boundaries 
between what Nead (1997) defines as high culture ‘nude’ and vulgar ‘naked’ 
(discussed in section chapter 4.4, “Nudity -  a Form of Dress”).
In light of Michel Foucault’s theory of the history of sexuality (1990), 
maintaining that the various manifestations of sexuality are social and 
historical products, Schiele’s work is viewed in the context of Freud’s reading 
of sexuality, indicative of widespread notions of sexuality in Vienna at the 
time. The assumption is that the social context within which the artist was 
working affected his work, as well as the way the work was received at the 
time. Furthermore, that reception had, in turn, an effect on the artist and his 
work. Judith Butler’s Gender Trouble (1990), which is an expansion of 
Foucault’s theory to include gender theories, enables a consideration of 
Anderson’s engagement with fluid gender identities as a cultural construct. 
Thus several of Anderson’s choices -  such as appropriating Schiele’s art,
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using maie representation of female sexuality, representing the lesbian by 
homosexual desire -  are viewed as means she employs in order to queer all 
manifestations of human sexuality and gender.
Along with the appropriation of Schiele’s models of naked women, 
young girls, and self-portraits, another issue is raised -  the artist’s reputation 
for pornographic drawings and paintings. Anderson’s representation of a male 
artist’s ‘pornography’, performed by male dancers, indicates her awareness of 
contemporary feminist and queer theories. Her dealing with these issues 
indicates her awareness of the long tradition in Western history of what is 
considered pornography and what erotic. Contemporary feminist anti­
pornography groups view pornography as a violent quality of sex and a means 
of power distribution, undermining women. A group represented by Deirdre 
English (in Kappeler, 1994), acknowledges the danger of feminism aligning 
itself with censorship, and distinguishes between fantasy and reality. Susan 
Sontag, who distinguishes domains of pornographies (social, psychological 
and artistic) in her article “Pornographic Imagination” (1969), recognises 
artistic values in some pornographic works of art.
The inclusion of dance theory within a broader cultural framework does 
not contradict the notion that the research is grounded in dance. Although 
postmodernism abolishes hierarchy and juxtaposes various discourses and 
ideas (as discussed in section 1.3.1, in relation to Barthes concept of ‘The 
Death of the Author’), the point of departure in this as well as continuous point 
of reference, is dance. The ideas and discourses discussed are derived from 
dance, and pictorial art and cultural issues are integrated within an 
interpretation of Anderson’s dance. The importance of the various artistic, 
cultural and historical discourses and ideas is in their contribution to the 
process of constructing the meaning of the dance in its broader sense. Thus, 
the point of departure for the examination of hybrid relationships between 
dance and painting is the art of dance.
Having said that, both art forms are examined, as the specific 
properties of each of the two arts is kept distinct and recognisable within the 
dance. The difficulty in examining of the relationships between two different 
arts, although both are visual disciplines, is related to the fact that each art 
form has its own distinctive characteristics, and it is acknowledged that not
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every idea is applicable from one art to another. Gay Morris presents in her 
introduction to Moving Words (1996) two distinct points of view concerning the 
interpretation of dance within an interdisciplinary framework. The first one 
supports the use of theories from a variety of sources as well as an approach 
that embeds dance within culture; the second view contends that dance must 
have its own methodology. Stephanie Jordan, who borrows method, theory 
and meaning from music theory, argues in her essay “Musical/Choreographic 
Discourse” (1996) that not only can dance and cultural theories be integrated, 
but a separation between the two is not a necessity. She further argues that 
this approach should not exclude an in-depth analysis of structure, as it has its 
own special contribution to an understanding of the dance's ‘broader picture’. 
Janet Adshead-Lansdale stresses in her introductory chapter to Dancing 
Texts: intertextuaiity in Interpretation (1999) the importance of dance analysis 
as a structured process. The multiplicity of intertexts, she argues, creates 
networks that connect the construction and offer a multiplicity of routes 
through the dance. This enables the ‘knowledgeable reader’ to arrive “at a 
degree of conceptual clarification of the distinct character of different stages” 
(1999, p. 19). It may thus be argued that hybrid relationships of two discrete 
disciplines carry a number of implications related to both styles and fields of 
meaning, which may serve as a starting point for interpreting dance.
The multiple meanings suggested by the relationship between the two 
art forms invite the reader/spectator to investigate their sources. Adshead- 
Lansdale suggests that the capacity of a text to generate multiple meanings 
remains in tension with the “desire for a degree of certainty” (1999, p. 19). She 
further points to M. Riffaterre’s article “Compulsory Reader” (in M. Worton & J. 
Still eds., Intertextuaiity: Theories and Practice. 1990, p. 56), in which he 
conceptualises the “obligatory intertext” and argues that the satisfaction of 
such a desire is dependent upon the texts the reader must know in order to 
understand a work of art in all its significance.
Anderson created an ambiguous artwork, in which dance and painting, 
past and present play an equal part -  a work typically postmodern in its 
resistance to closure. She opens up dance to other materials and to a 
diversity of relationships, which are examined through analytical, cultural,
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artistic, critical, historical and theoretical perspectives. ‘Intertextuaiity’ is a 
theoretical concept that informs dance analysis. As Adshead-Lansdale writes,
The view that in interpretation we tell many stories, not one; or 
that juxtaposing ideas without linear linking can be 
meaningful; and that ‘texts’ signify in many ways, is no longer 
at issue.
1999, p. XV.
Intertextuaiity, a poststructuralist device, reveals the essentially unstable 
nature of signification by introducing the subjective process, the social context 
of language, as embodied in the concept of the ‘discourse’. T h e  concept of 
discourse, therefore, is used to emphasise the communicative character of 
many kinds of texts within the dance.
Anderson breaks down the boundaries between dance and the arts, 
and incorporates their properties into her medium. She travels between visual 
art and dance; various visual art images become the starting point of her work 
of art. Within the art of contemporary dance, Anderson thus creates a distinct 
artistic form, a hybrid relationship between art forms, times and spaces, in 
which the duality represents both continuity and change. The various 
discourses tackled allow Anderson to distance herself from the past while, at 
the same time, involving both the artist and the audience in a participatory 
activity. Hutcheon argues that in postmodern art, “the eye is invited to 
complete the form for itself; such counter-expectation urges us to be active, 
not passive, viewers” (1989, p. 32); this is achieved through the use of irony, 
which offers a set of references that are meaningful to the public. The multi­
layered dance is made with constantly changing images, representations that 
are left open-ended, complex discourses that resist any meaningful closure 
and unified meaning. In doing so, Anderson compels her viewer to be 
knowledgeable, and to make an effort to comprehend the relationships and 
the issues she incorporates into her choreography. Thus, while her art 
purportedly breaks away from modernism and its focus on elitism, she in fact 
challenges the spectator to become, notwithstanding, an élite.
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Methods of Investigation
In view of the multiplicity of discourses that constitute the genre of hybrid 
relationships, the methodological approach used in this thesis supports the 
construction of a theoretical paradigm that acknowledges the specific 
characteristics of hybrid relationships. Adshead-Lansdale (1999) argues that 
the constant change in the activity of dancing affects changes in interpretation 
and, therefore, it is important that dance theory should reflect the form upon 
which it comments. In this light, art that responds to codes and practices of 
another art postulates new issues that need to be addressed. Within the 
framework of juxtaposed discourses and ideas, the research is divided into 
two primary approaches. The first approach utilises a process of observation 
and analysis of the dance in order to determine its properties and 
conventions. The second tests hybrid relationships against the existing bodies 
of knowledge. Since hybrid relationships comprise a diversity of aesthetic 
practices and discourses, it is necessary to go beyond the field of dance 
studies in order to construct a framework of analysis. The disciplines and 
concepts applied include visual arts and hybrid relationships, postmodernism 
and intertextuality, poststructuralist deconstruction. Expressionism, feminist 
theories and queer theories, chosen with regard to their relevance to key 
features of hybridity and their specific operation within Anderson’s dance-text.
For the purpose of analysing the formal aspects unique to dance, a 
practical framework is constructed, based loosely on the practical theory of 
dance analysis set out by Janet Adshead et al in Dance Analysis: Theory and 
Practice (1988). The four-stage framework suggested might be conceived as 
a hierarchical structure, which seems to be an inappropriate model in view of 
the Juxtapositional nature of the work discussed in the thesis. It is used, 
however, as a theoretical construct that
is helpful in sorting out types of reference and the character of 
the source upon which interpretations might be constructed.
1999, p. 5.
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Within this structure, the components of dance - movements, dancers, visual 
settings and aural elements - are identified and describes. It also makes 
visible the connections between the various components through time and 
space, and relationships to visual and aural materials of the dance. The 
comparison of similarities and differences in the formulation of ideas between 
dance and painting and the investigation of the different artistic ways of 
thinking of Anderson and Schiele open the dance to a variety of aesthetic 
arenas and theoretical fields.
The historical method is the first to be applied: a consideration of 
Anderson’s background and her development as a choreographer supports a 
construction of her as a postmodern creator. A review of the emergence and 
development of contemporary dance in Britain since the 1960s is based 
mainly on three books written by British dance critics. Stephanie Jordan’s 
Striding Out (1992) is a study of contemporary and New Dance through the 
examination of selected choreographers and the institutions supporting them. 
Judith Mackrell’s Out o f Line (1992) is a historical survey of choreographers 
and companies associated with New Dance from the 1960s until the 1980s. 
20^  ^ Century Dance in Britain (1985), edited by Joan White, is a collection of 
articles on the five major mainstream dance companies. Ballet Rambert, The 
Royal Ballet companies, London Festival Ballet, London Contemporary Dance 
Theatre and the Scottish Ballet. The account of Anderson’s artistic 
achievements and the formation of her two dance groups is based mainly on 
oral interviews and articles published in dance journals and magazines at the 
time.
In postmodernism, a variety of political, intellectual and aesthetic 
perspectives influence all art forms, including dance. There have been 
numerous attempts to define postmodernism by scholars from a diversity of 
fields; an exhaustive survey of postmodernism is, therefore, beyond the scope 
of this thesis. However, some points pertinent to Anderson’s dance and the 
hybrid art form are considered. Fred he Jameson, who examines the newly 
emergent social order of late capitalism, defines one of the two main features 
of postmodernism as the “erosion of the older distinction between high culture 
and so-called mass or popular culture” (1988, p. 14).^^ The text becomes a 
fabric of various cultural sources and the author (or choreographer), argues
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Roland Barthes in “The Death of the Author” (1977), is not the only originator 
of the resulting product. In order to eliminate the monopoly of the élite over 
art, he claims, authenticity and uniqueness, which the modernist artist was 
praised for, must be abolished (Barthes, 1977).
With the erosion of authenticity, the place of the quotation is 
crystallised as a reproduction of previous cultural texts. Deconstruction, a 
political or intellectual strategy and a mode of reading and interpretation, is 
used to expose how the enterprise of modernism had demonstrably failed to 
attain the purity and fullness of presence that it had promised. Thus, 
according to the French philosopher Jean-François Lyotard’s (1997) definition 
in The Postmodern Condition, postmodern knowledge “refines our sensitivity 
to differences and reinforces our ability to tolerate the incommensurable” 
(1977, p. xxv).
The fluid boundaries between disciplines and between high art and 
popular culture, the shift of emphasis to the role of the reader, are all 
indicative of a poststructuralist approach, in which the traditional distinctions 
between various art forms, as well as between Art and other forms of culture, 
have been undermined. The interplay of different texts within Anderson’s work 
draws attention to the strategy of intertextuality, a term coined by the French 
psychoanalyst and linguist Julia Kristeva in 1966, and later defined by 
Umberto Eco in The Role of the Reader (1979) as a flexible system of 
communication. A text in which the reader is part of the generative strategy 
employed by the author is classified by Eco as an ‘open’ text, implying that the 
reader must master different codes in order to deal with the text as with a 
maze-like structure; an open text, however, ‘open’ as it may be, does not 
allow for any interpretation.
The historical method is also used in an investigation of Schiele’s art in 
relation to Expressionism of early twentieth-century Vienna. The survey of the 
development of Expressionism is based mainly on four contemporary books: 
Art in Vienna 1898-1918 (1993), published by the art historian Peter Vergo, 
who specialises in early twentieth-century German and Russian art; The 
Fantastic Art o f Vienna (1978) written by the American art historian 
Alessandra Comini; Austria’s Expressionism (1981) by the American art 
historian Jane Kallir; and Nicolas Powell’s Sacred Spring: the Arts in Vienna
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1898-1914 (1974). The analysis of Schiele’s art is based both on texts written 
by his contemporaries and on recent texts. Otto Benesch, an art historian who 
studied at the University of Vienna at the beginning of the twentieth century, 
published his article “Egon Schiele as a Draughtsman” in 1950, reprinted in 
English in 1973. Contemporary lectures given at the symposium “Egon 
Schiele and His Time: Vienna 1890-1918”, held at the Art Department of 
Stanford University in 1990, are assembled in the book Egon Schiele: Art, 
Sexuality, and Viennese Modernism (1994). In it, Albert Elsen discusses the 
influence of Rodin upon Schiele’s erotic art; Almut Krape-Weiler talks about 
the impact of Vincent van Gogh on Viennese Expressionism; Patrick Werkner 
examines the images of the female body in the art of Schiele, and Manfred 
Wagner describes Schiele as a representative of a new aesthetics.
The characteristics of modernism are examined according to the 
American critic Clement Greenberg, as expounded in his article “Modernist 
Painting” (1982, first printed in spring 1965). His theory, which disregards 
Expressionism, was developed at a different time and place, identifying the 
emergence of Modernism with Manet and the Impressionists. The importance 
of his theory to the matter at hand is that it views visual arts as the locus of 
Modernism (in sections 2.1 “More is not Less”; 2.3 “Re-presenting Past 
Recollection”, and 4.1 “Into the Void” some of Greenberg’s concepts are 
discussed in relation to the dance). According to him, modernism is 
established through the elimination of any effects borrowed from any other 
medium, and is accomplished through an application of the process of 
abstraction, and the use of the medium itself as its own self-critical means. In 
Schiele’s own idiom of Expressionist art, the notion of modernism strives to 
achieve a balance between the modernist demand for abstraction and 
humanist themes. When Anderson creates a layered space she draws 
attention to the gap created between the two arts, emphasising the flatness of 
the Schiele’s canvas.
The exploration of hybrid relationships in this research is based on a 
model suggested by Jerold Levinson in his article “Hybrid Art Forms” (1984). 
Susanne Langer claims in her lecture “Deceptive Analogies: Specious and 
Real Relationships Among the Arts” (1957) that the striving of each art to 
reach ‘purity’ or self-definition insinuates the impossibility of ‘marriage’
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between two art forms. Levinson, however, defines hybrid art forms as the 
display of two or more media, in combination with a historically informed 
analysis. He argues that the hybrid, consisting of art forms that are not pure, is 
a historical and not a structural concept. That is what distinguishes hybrid 
relationships from interdisciplinary relationships, which Julia Kristeva defines 
in “Institutional Interdisciplinarity in Theory and in Practice” (1998) as a site in 
which various disciplines co-exist side by side. Anderson’s appropriation of 
Schiele’s artwork contributes to the hybrid nature of her dance, consisting of a 
continuous bilateral flow between dance and painting. In the analytical method 
formulated for the examination of the different relationships between dance 
and painting, artistic hybrid relationships are classified into three main 
categories: transformation, synthesis, and juxtaposition, each designating 
degrees of emphasis placed upon either art form.
The thesis is divided into two main parts. The first part, “Theoretical, 
Historical and Critical Background”, consists of an overview of the historical 
and cultural context in which the dance is situated. The first chapter, “Lea 
Anderson: Hands Dance, Hands Walk, and Hands Talk”, is a discussion of 
Anderson’s work, examining the strategies and devices that are commonly 
adopted by her throughout her choreographic career to date. The second 
chapter, “Hybrid Relationships”, is a theoretical account of the dimensions of 
artistic hybrid. The last section of this chapter discusses the reaction of a 
postmodern choreographer to an Expressionist painter, in relation to their 
differing readings of the concepts of eroticism versus pornography and of 
gender identities. The third chapter, “Egon Schiele: A Voyeur Artist”, looks 
back at the historical and artistic context of Schiele’s reception in his own 
time. “A Freudian Reading of Sexuality in Schiele’s Work”, the third section of 
that chapter, investigates Schiele’s preoccupation with sexuality by employing 
the psychoanalytic perspectives of Freud, his contemporary.
Having established a framework for the study of hybrid artistic works, 
the second part of the research, “An Analysis of The Featherstonehaughs 
Draw on the Sketch Books of Egon Schiele", is a comparative analysis of 
selective discourses shared by the two art forms and artists. The fourth 
chapter, “Dance and Painting”, is an analysis of the relationships between the 
arts of dance and painting, based on materials discussed in the first two
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chapters. Its first two sections focus on an examination of the relationships 
between the properties shared, albeit differently, by the two arts -  space and 
texture. The second two parts are a discussion of theoretical discourses 
employed in the dance which are derived from the art of painting: the 
relationships between the artist and his model, and between 'naked' and 
‘nude’. In the fifth chapter, “Blurred Gender Boundaries”, after investigating 
how Schiele was perceived then and now, society’s boundaries between the 
erotic and pornography are examined and related to both Schiele’s and 
Anderson’s work. This chapter ends with an application of contemporary 
queer theories to the dance, reading the presentation of fluid gender identities 
as Anderson’s way of challenging heteronormative culture, which in her dance 
is represented by Schiele’s art. The last chapter, “History/Herstory: Drawing 
the Past into the Present”, focuses on how the two historical periods are 
addressed within the dance. First, the application of the postmodern notion of 
copying is discussed, demonstrating how Anderson copies Schiele’s 
representations of the past in order to undermine principles of modernist art, 
originality and expression, thus endowing the present with new meaning. The 
process of re-presenting past representations is analysed against an 
examination of how Anderson complexly integrates the two periods in her art. 
This lead to a discussion of ambiguity as a consequence of the hybrid nature 
of the work and its juxtapositions of different arts and periods of time. The very 
last sections discuss the theoretical and practical shift from the choreographer 
to the audience as the generators of the work’s significance.
Due to the ephemeral quality of dance, the examination of Anderson’s 
works is based mainly on videos of her live performances. These filmed live- 
performances, held in The Video Dance library at The Place, and at NRCD 
(National Resource Centre for Dance) in the University of Surrey, have not 
been edited, and contain detailed and accurate information regarding the date 
and place of the filmed event. The video-dances investigated in this thesis, 
available from the same locations, are clearly edited, though under 
Anderson’s direction. Further information about these dances was found in 
critics’ reviews, articles in journals, magazines and newspapers, theatre 
programmes and advertisements. Photographs, wherever they are relevant to 
illuminate a particular point, are presented after the conclusions chapter, and
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referred to in the text. Appendices including supplementary information of 
Anderson’s dances and video-dances and the chronologies of her works, as 
well as a sample of the company’s touring schedule with that dance, are also 
included.
The conclusions suggested by this research emphasise the dance as a 
privileged site for an encounter between two disciplines; the various cultural 
discourses resulting from that encounter set it up also as a site of exchange 
between theory and practice. Unlike interdisciplinary relationships in which an 
exchange occurs mid-point between disciplines, as illustrated by the use of 
the hyphen,^® the hybrid relationship enables one discipline to become a point 
of departure. It is only through a study of interconnecting points that a 
conceptual framework for dance and painting can be constructed; the ensuing 
categories, however, must be employed loosely, since in contemporary 
academic research, as well as artistic creation, there is a tendency for 
boundaries to merge and overlap.
Notes
 ^ This text, entitled “Des Espaces Autres”, was written when Foucault was 
staying in Tunis, 1967, and was presented in a lecture given on 14 March 
1967. It was published without permission after Foucault’s death, in the
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French journal Architecture, Mouvement, Continuité. In Spring 1986 the text 
was re-published in the journal Diacritics, titled “Of Other Spaces".
 ^ Garfinkel suggests that after the development of writing and the 
establishment of kingdoms with bureaucratic institutions “there was no further 
existential need for the tribal ceremonies and the dancing motif disappeared 
from the art of the period” (2001, p. 86).
 ^ This article was written on the occasion of Tate Modern’s Matisse-Picasso 
exhibition held in London in 2002.
George (2002) comments that Matisse, who was very athletic in his youth, 
was an oarsman and loved to swim. He used to describe how he had to 
prepare himself by long hours of arduous exercises so that when the time 
came to perform (to paint) his mind would be empty and his body would take 
the right actions spontaneously. This way of working is very similar to dance 
technique training, which consists of practicing set movements until they 
becomes second nature to the dancer.
 ^ One of the artistic goals of Futurism was to renew Europe’s ancient culture 
and outlook, and to express sensory experience as an integral dynamic 
sensation (Chipp, 1970; Clough Trillo, 1961; Haftman, 1965).
® The Italian Futurist movement published its manifesto in Le Figaro, Paris, 
1909.
 ^ Valerie de Saint-Point, a Symbolist poet and painter, had developed her 
theory of Metachoric Dances, an attempt at translating her poetry into physical 
movement. She was taken under Marinetti’s wing, and was asked to write the 
“Manifesto of Futurist Women”.
® In ballet terminology, the ‘pas de deux’ is danced by a ballerina and her 
cavalier; it usually consists of the entrée and adagio for both partners, a 
variation for the danseur, a variation for the ballerina, and ends with the coda 
for both partners.
® Picasso created many drawings of dancers, among them the ballerina Olga 
Koklowa of the Ballet Russes, whom he met during the production of Parade 
and married a year later.
George (2002) claims that Picasso was unwilling or unable to complete the 
design, therefore the drawing was enlarged as a drop curtain.
It is important to note that while the word ’primitivism’ is used by Amaya 
(1961) on its own terms, the relationships between primitivism and modernism 
in the visual arts have been problematised over the last two decades. For an 
examination of these debates see the introduction to Catherine King (ed.). 
Views of Difference: Different Views of Art (New Haven & London: Yale 
University Press, 1999).
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Schlemmer’s designs for the ballet were included in exhibition “Addressing 
the Century: 100 Years of Art & Fashion”, held between October 1998 and 
January 1999 in the Hayward Gallery, London.
Johns was followed the previous resident advisor, Robert Rauschenberg, 
who worked with Cunningham between the years 1954-1964.
The concept ‘discourse’ is prominent in postmodernism, notably in the work 
of Michel Foucault, who focuses not on texts or authors, but rather on ‘fields’ 
such as economics or natural history according to their classification and how 
they were represented in particular periods (Bullock, 1988).
The other feature of postmodernism, according to Jameson (1988), is that it 
involves a specific reaction against the established forms of high modernism.
Jennifer DeVere Brody addresses the distinct characteristics of the hyphen 
in her essay “Hyphen-Nations” (1995), in order to point out that in postmodern 
discussions of multiculturalism and American national identity the hyphen 
represents the mid-point between often-conflicting categories.
24
Part One:
Theoretical, Historical and Critical Context
25
Chapter 1 
Hands Dance, Hands Walk, Hands Talk
This chapter contains an account of Anderson’s career and work and is 
divided into three main sections. The first, “Historical Background”, 
establishes the characteristics of the British contemporary dance scene in 
order to judge how it might appear in the dance context leading up to, a n d  
accompanying Anderson’s development as a choreographer. In section 1.2, 
“Lea Anderson, Flesh and Blood”, Anderson’s artistic achievements and the 
formation of her two dance groups are described. It suggests how this might 
have influenced her later work and choreographic style, in particular The 
Featherstonehaughs Draw on the Sketch Books of Egon Schiele (1998). The 
chronology and the information gathered on Anderson’s dances and video­
dances are presented in appendices 1 and 2, respectively, to support and 
illustrate this. The third section, "A Postmodern Choreographed’, examines the 
characteristics of Anderson’s choreography and considers them in relation to 
postmodern theory. This places Anderson’s work within the postmodern era 
and demonstrates how its characteristics intertwine critically in her 
choreographies.
1.1 Historical Background
Anderson started to create her choreographies in the 1980s, within what can 
be considered a contemporary culture of postmodernism, a new set of 
strategies and ways of thinking that emerged in Britain during the 1970s. As 
Steven Connor argues in Postmodernist Culture (1997), postmodernism, 
which was developed in different artistic and cultural forms in the USA and 
Europe, was not crystallised until the mid-1970s. According to Connor, who 
summarises its various complicated concepts, postmodern fiction, which
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seems to reject hierarchy, narrative closure, the desire to 
represent the world and the authority of the author, provided 
the perfect counterpart to a criticism which increasingly 
emphasized, in either positive or negative modes, the 
impossibility of representation or the unrestrainable freedom 
of the reader.
1997, p. 6.
Postmodernism, nevertheless, means different things to different critical 
theorists, and artists employ postmodern strategies to different ends.
In Britain, professional contemporary dance emerged in the mid-1960s, 
modeled on Martha Graham's work.^ Although modern dance claimed to be 
contemporary in Britain, it was steeped in "an aesthetic which had been 
forged in the 1920s and the 1930s and was, in America at least, regarded as 
out-of-date" (Mackrell, 1992, p. 47). It was in 1966 that Robin Howard formed 
the London School of Contemporary Dance (LSCD), providing classes in 
Graham technique. Later, he brought Robert Cohan over from Graham’s 
company to develop the modern dance company London Contemporary 
Dance Theatre (LCDT). In 1966, Ballet Rambert launched its new image, 
introducing Graham technique combined with its existing ballet one. Judith 
Mackrell indicates, in her book Out of Line (1992), that besides The Place and 
Ballet Rambert, the other major place to influence experimental choreography 
in Britain was Dartington College of Arts in Devon, which was more 
associated with European modern dance. During the 1940s and the 1950s 
Rudolf Laban and Kurt Jooss made their base there and influenced the dance 
scene in Britain, though more its educational than theatrical aspect. London 
had seen, besides the Martha Graham Dance Company (in 1954 and 1963), 
other American choreographers such as Merce Cunningham, Alvin Ailey, Paul 
Taylor, Yvonne Rainer and Twyla Tharp, but they did not have a large impact 
on the dance scene.
The strong influence of American Modern Dance with Graham-based 
technique teaching is demonstrated in the guest teachers and star dancers 
who came to LCDT from the Graham Company, and the number of students 
that were sent there to be trained. Mansfield asserts that the years following 
the arrival of Robert Cohan in LCDT were years of growth during which the
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company had “developed until it no longer needed the support of ‘star’ 
dancers from the Martha Graham Company or the works of outside 
choreographers” (1985, p. 111). During the 1970s, teachers who shared 
Cunningham’s mode of thinking, among them Cunningham himself, were also 
teaching at the LCDT. The shift of influence is demonstrated in the 1972 
season, which saw eighteen new dances; among them were Tiger Balm by 
Richard Alston, Relay by Siobhan Davies, Brian by Robert North, and People 
Alone by Robert Cohan, choreographers who continued to influence what 
Jordan calls “the radical art of this period” (1989, p. 3). Another very important 
advantage of the company and its school was in serving as a pool of ideas for 
choreographers and experimental dance groups emerging from it to work 
independently. Although some of the works performed by LCDT were on the 
experimental edge, using postmodern strategies, they were more often related 
to high modernism influenced by Cunningham-Cage ideas.
Another company that performed during those years was Ballet 
Rambert, transforming in 1966 from a ballet company into its current image of 
a modern one, with a new repertory of contemporary works and the best of 
the company’s past work. Norman Morrice, the associated choreographer of 
Marie Rambert and later the company’s associated director, inspired this 
changed and introduced Graham technique alongside the existing ballet 
technique.^ The strong American influence is shown in the repertory of Glen 
Tetley, the American choreographer who performed with Martha Graham’s 
Company, who staged his important work Pierrot Lunaire for the company, 
combining classical and contemporary dance (Mann, 1985).^ Other American 
choreographers working with the company were Anna Sokolow, Luis Faico 
and Lar Lubovitch. Mann (1985) suggests that this had an influence on the 
development of British contemporary dance, with emerging choreographers 
such as Jonathan Taylor, Gideon Avrahami, Leigh Warren, John Chesworth 
and Christopher Bruce. During the mid-1970s the first phase of the reformed 
Ballet Rambert came to an end with Chesworth’s new direction. The company 
began to stage large-scale productions in larger venues. The two most 
ambitious productions during that period, Jordan (1991) argues, were the 
Bruce-Kemp collaboration Cruel Garden (1977), and Tetley’s The Tempest 
(1979).
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The 1970s, Stephanie Jordan maintains in Striding Out, was the “decade in 
which British contemporary dance gradually established its own identity (or 
identities), independent of the American tradition” (1992, p. 3). At the end of 
the 1970s, Lea Anderson (then in her twenties) took a foundation year course 
at the St Martin’s School of Art before enrolling at the Laban Centre for 
Dance, from which she graduated in 1984. At that time, she says, “I was 
seeing a lot of theatre that was based in movement rather than actual dance" 
(in Newman, 1987, p. 130). She was also watching the Royal Ballet 
performances and was getting to see “Ian Spink quite a lot, Rosemary Butcher 
and those sort of people” (in Newman, 1987, p. 130). Anderson’s statement, 
“the best, the only way to be a thinking dancer is to go and see everything, 
everything, everything” (in Matchett, 1992, p. 25), is an indication of her 
interest in the various dance genres and styles performed during this period.
Jordan (1992) and Mackrell (1992) both observe that during this time 
new small-scale dance companies emerged, as a strong alternative to 
mainstream dance. Some were following the political and experimental 
characteristics of the 1970s. The first experimental and ‘independent’ group 
emerging from the LSCD was Strider, a co-operative including dancers, 
musicians, visual artists and lighting, with Alston as its chief spokesman 
throughout its three years of existence between 1972 and 1975 (Jordan, 
1992). Other members coming from the LSCD, besides Alston, were 
Christopher Banner, Jacky Lansley and Wendy Levett. The group, which 
presented some sixty works, used some postmodern strategies. For example, 
the rejection of hierarchy is illustrated in the combined techniques of 
Cunningham, ballet, T’ai Chi and ‘release’,"* and the rejection of the author’s 
authority is illustrated by the emphasis on the creativity and flexibility of the 
group. At the same time, due to Alston’s own inclination, the emphasis shifted 
from Graham onto Cunningham-oriented ideas, the vocabularies and 
techniques of high modernism.
Siobhan Davies, Richard Alston and Ian Spink^ formed The Second 
Stride in 1982, which was to last only one season. As Judith Mackrell 
mentions in her book Out of Line (1992), all three choreographers were 
students at The Place (housing the LSCD and the LCDT) and danced in each 
other’s works.® Although there were some differences between their various
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styles, all had been influenced by Cunningham, and combined his technique 
together with ballet, ‘contact improvisation’ and ‘release’. They also shared an 
interest in working with artists from other disciplines. The company toured 
Britain and America already with their first programme, which included 
Alston’s Doublework (1978, revised 1982) and Field of Mustard (1980), 
Davies’s Rushes (1987, revised 1982), Plain Song (1981), and Carnival 
(1982), and Spink’s There is No Other Woman (1981), Canta (1981) and De 
Gas (1981) (Mackrell, 1992). Among the three, Spink was showing a 
postmodern leaning towards ironic reference and self-reflexivity and towards 
collaboration with opera and theatre. In De Gas (1981), for example, he deals 
with gender subversion: based on Edgar Degas’ paintings of nude women 
washing and drying themselves, it was actually performed by three men. This, 
alongside the ironic references in the title of the dance and the ambiguity that 
resulted, enabled the audience to reconsider their expectations of female and 
male movement behaviour (Jordan, 1992).
The X6 Collective was a group of (originally six) dance artists working 
in London, and the magazine they produced. New Dance, formed a forum for 
ideas that extended beyond dance performances. This organisation supported 
dancers who worked outside the mainstream dance institutions and ran 
classes with alternative techniques, such as ‘contact improvisation’ and 
‘release’ technique. This contributed to the opening up of a new vocabulary for 
dance, and made it possible for non-specialists to participate. One of the X6 
members, who came from mainstream dance, was Jacky Lansley, a former 
dancer with the Royal Ballet. Lansley, who was a founder member of Alston’s 
first co-operative company Strider, created dances that expressed criticism by 
deconstructing “traditional female imagery” (Mackrell, 1991, p. 49). Her 
subversion of female stereotypes was not an isolated political gesture, as can 
be seen in the ideas that emerged from the X6 collective, of which she was a 
member since 1976. Ian Spink used the X6 Dance Space as a platform for his 
advanced ideas about dance (Jordan, 1992). Michael Clark, who had left The 
Royal Ballet School to join Ballet Rambert, had appeared already in several 
works by Alston, and the Cunningham’s style, via Alston and others, was to 
have an important influence on his work (Mackrell, 1992). Among his 
important works are Parts l-IV (1983), New Puritans (1984) and Swamp
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(1986). Other choreographers working with X6 were Fergus Early, Emilyn 
Claid, Maedée Dupres, Mary Prestidge, and Sarah Green. In general, the 
group’s work was experimental in character, as well as demonstrating some 
postmodern strategies.
Rosemary Butcher, one of the artists who Anderson mentions that she 
viewed with interest before becoming a choreographer herself, had tenuous 
relationship with the New Dance movement and X6 Dance Space (Jordan, 
1992). She studied choreography and improvisation in Dartington, Graham 
technique in Dartington and LSCD and Humphrey technique in the USA, and 
insisted that she was searching for ‘pure abstract form’ (in Jordan, 1992, p. 
161). In New York (1970-72) she became involved in ‘alternative’ work, 
employing ’contact’ and ‘release’ ideas. In 1975 she formed her dance 
company, the Rosmary Butcher Dance Company, and among her works 
performed during that period were Pause and Loss (1976), Landings (1976) 
and Space Between (1977). Landings was described in a retrospective 
programme from 1986 as
‘a duet based on the physicality of movement. The concern of 
the dance is gravity: each dancer is responsible for the other’s 
weight; neither of them must let the other fall’.
Jordan, 1992, p. 165.
Jordan argues that Butcher retains strong formal interests in her 
choreography, and claims that “sees herself today as a modernist” (1992, p. 
180).
In Dartington, since Mary Fulkerson’s arrival in 1973, American guest 
teachers and choreographers who shared Fulkerson’s interests in ‘release’ 
and ‘contact’ were invited to teach and work (Jordan, 1992). Some of the 
American contributors had different backgrounds, such as Katherine Litz, a 
former dancer of the Humphrey-Weidman and Agnes de Mille, and Barbara 
Dilley, who worked with Cunningham and Rainer. Alston and Butcher 
developed strong links with the Theatre Department. From the late 1970s 
through the 1980s Dartington’s approach was not to impose any style on its
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students, and its philosophy of individual growth drew many ‘new dancers’ to 
take a class there at some point.
In 1974 the Laban Centre launched its three-year dance theatre 
course. Britain’s first BA honours degree in dance, starting in 1976 at the 
Laban Centre, attracted many young students. In 1978 Dance Umbrella 
launched its first festival in London, with Val Bourne as its director, showing 
British dance alongside new works from abroad, especially from the USA. The 
dance fringe in the 1980s became more identified with individuals working in 
the New Dance movement.
The dance scene during this period was constructed of various 
experimental breakaway groups, all of which Anderson could have seen. 
These were liberated from the traditional performing areas of dance and were 
no longer limited to the theatre; new spaces, big and small, not associated 
with dance, were used for these performances. Furthermore, the dances were 
not classifiable into certain given techniques. Besides 'set' techniques such as 
ballet, Cunningham or Graham, ‘alternative’ techniques were explored, like 
non-Western martial arts and American ‘contact improvisation' and ‘release’. 
Music for dance no longer followed a single course, either. Some of the 
choreographers worked in silence, some used music as an independent 
element alongside the choreography, and others choreographed to set music. 
The label ‘Postmodern Dance' was introduced in connection to New Dance, 
and the two were considered “pretty much the same thing” (Mackrell, 1991, p. 
51). The available dance context was mainly experimental, employing 
alternative movement vocabularies, with the exception of some postmodern 
aspects employed by New Dance and Ian Spink.
1.2 Lea Anderson, Flesh and Blood
Lea Anderson, born in 1959, studied ballet from childhood at the Andrew 
Hardie School of Dancing in London. When she reached eighteen she left the 
school, as she realised that she did not have the specific physique expected 
of a ballet dancer. Talking to Barbara Newman, she said: “I loved it more than
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anything else, but I was obviously not cut out to be a ballet dancer” (1987, p. 
130). Moreover, her family did not encourage her, as they considered ballet 
dancing just a hobby. As a compromise for not fulfilling her desire to dance, 
she enrolled at St. Martin’s School of Art (Newman, 1987). The foundation 
year course there and the encouragement of the staff provided unique 
opportunities for her personal development (Matchett, 1992). Throughout this 
time, she continued to take dance classes, now at the Pineapple studios. 
Later, just because they also ran a performance course, she considered 
studying textile design at Middlesex Polytechnic, but finally decided to 
concentrate on dance and auditioned at the Laban Centre -  the only place in 
Britain which then offered a degree in dance -  and took music as her second 
option. After a three-year course she graduated from the school in 1984, with 
a BA in Dance Theatre.
While taking dance classes at Pineapple, Anderson knew she did not 
want to be involved in ballet, jazz, teaching, or in the commercial dance world. 
She did not know, however, which direction to take. Already at the Laban 
Centre, which Anderson describes as “very performance oriented and 
choreography oriented”, she felt that she had not established her own style of 
choreography (Newman, 1987, p. 130). Prior to and during her studies at St. 
Martin’s, just before her studies at the Laban Centre, Anderson had sung in a 
Rock band, “Temporary Title”. In this context she had written music as well as 
created movement to perform on stage and danced. It is apparent that this 
experience influenced her emerging choreographic style. About her studies in 
the Laban Centre she says: “I got very bored and I don’t know if I learned 
much from going through those sort of exercises” (Newman, 1987, p. 130). 
Matchett (1992) argues, however, that Anderson did pick up knowledge and 
appreciation of contemporary dance technique, as well as attention to 
movement detail, speed and phrasing from her studies at the Laban Centre.
Anderson recalls that in 1984, her last year at the Laban Centre, she 
created the first dance that she was pleased with. The Cholmondeley Sisters, 
her first choreography to be kept in the company’s repertory. She was pleased 
that nobody interfered with her work, leaving her to do what she wanted as far 
as choreography was concerned (Newman, 1987). She joined forces with 
Teresa Barker and Gaynor Coward, both Laban Centre graduates, and
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decided to perform the dance at the Edinburgh Fringe Festival. These three 
dancers stayed together as they shared the same interests, and this was the 
beginning of the all-women company. The Cholmondeleys (pronounced 
Chumlees). The name of the company is borrowed from a painting of the 
British School bearing a similar title -  The Cholmondeley Ladies, painted circa 
1600-10 and shown at Tate Britain (plate 1). In a post-performance talk, 
Anderson explained that at the beginning the company had no name.^ As they 
were short of time before performing in Edinburgh, they borrowed the dance 
title as their company’s temporary name, which they decided later to keep.
From the beginning Anderson, the artistic director and choreographer 
of the company, decided to appeal to a section of potential spectators “who 
are theatregoers or musicgoers, even just people that go out” (Newman, 
1987, p. 130). As her aim was “to attract non-dance audiences” (Anderson, 
1994, p. 25), the company performed in places which were not conventionally 
considered suitable for theatre dance performances, such as pubs, clubs, 
cabarets and art galleries. During the first period of the group’s existence, they 
worked part-time and attended to all aspects of production together. After 
engaging with the Enterprise Allowance Scheme, which provided them with 
“debts but also with some lovely costumes” (Newman, 1987, p. 131), they 
employed Marketing Arts to take care of the administrative side of their 
production. This enabled Anderson to concentrate on choreography for the 
group.
Solway (1985) published one of the first reviews on Lea Anderson’s 
earliest work in the magazine New Dance. Referring to her first choreography. 
The Cholmondeley Sisters (1984), he indicated that Anderson borrowed ballet 
movement as well as playing with “a sort of ‘gestural macabre’”, and this was 
to become a significant part of the movement vocabulary employed in her 
works. In a review published in 1986, he admits his lack of certainty 
concerning The Cholmondeley Sisters, which he saw the previous year, 
feeling that it hovered “on the border between parody and pretentiousness” 
(1986, p. 24). Upon seeing The Cholmondeleys perform it for the second time, 
in the Oxford Dance Residency Festival where they also performed Dragon 
(1985) and Baby, Baby, Baby (1985), Solway characterised Anderson’s style 
as “recognizable”, “innovative”, “original” and “powerful” (1986, p. 24).
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One of the results of press notice of the company was an invitation 
from John Ashford, then the artistic director of The Place, to perform there. At 
the time, Anderson stated that “he actually gave us our own space to do our 
own show on our terms, which has been a tremendous help” (Newman, 1987, 
p. 132). In June 1986 the company expanded to four women dancers, with 
Rossana Sen who brought a “lighter look to the company” (Kane, 1987, p. 
691). John Ashford’s offer for the company to produce a show comprising only 
of their work resulted in performances in the region. In one of the first Spring 
Loaded seasons at The Place, the company performed seven new pieces, 
among them Carriage o f Arms (1987), which Ann Nugent described as “a 
ritual of fingering” (1987, p. 29). Angela Kane observed the homogeneous 
attitude towards movement that was shared by all the dancers, “with solos for 
individual dancers having equal interest and importance” (1987, p. 691). 
Marina (1986), set to classical music, and Fish Wreck (1987), both share, 
according to Sophie Constanti, “the pluck, or unspoilt confidence, which in 
adulthood tends either to evaporate or to become manufactured” (1987, p. 
28). Cultural codes are explored in Baby, Baby, Baby, and gestures are the 
emphasis in Signals (1987) and No Joy (1987). Later that same year, during 
Dance Umbrella 1987, the company performed, among other dances. The Big 
Dance Number (1987), which was made possible by a DEC Dance Award. 
The dance, which was described as “far more neutral and impersonal than 
most of her pieces” (Constanti, 1987a, p. 125), borrows footsteps and poses 
from Fred Astaire and Ginger Rogers dances.
In 1988 Anderson formed the Featherstonehaughs (pronounced 
Fanshaws), an all-male company concerned with images of man. Although 
The Featherstonehaughs was formed for a specific project. Clump (1988), its 
success resulted in its continued existence as a group. The motivation behind 
it was influenced by Anderson’s observation that “all the women she knew 
were dancers while all the men she knew were in bands” (Burt, 1995, p. 168). 
She chose the company’s name, once again, from English culture; she found 
it in a book of pronunciation of old English names, where, as Anderson 
declared, it was the word which “had the longest spelling and the shortest 
pronunciation” (Anderson, 1994, p. 23). This brother company enabled 
Anderson to expand her choreography beyond the works that she created just
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for women.
The two single-gender-oriented companies perform separately, and 
each maintains its own unique identity. Anderson, however, brings the groups 
together for special, more diverse projects, as seen in the work Flag (1988). 
This first full programme-length work presented her with a larger canvas to 
play with and marks another stage in the development of her choreographic 
career. Since then, Anderson has concentrated on full evening productions, 
which are a juxtaposition of the multiple images and fragmented themes that 
create the subject matter of her dances. The existence of two separate 
companies, one of male and the other of female dancers, emphasizes the 
gender differences between the sexes. While The Cholmondeleys “has 
developed more movement wise. The Featherstonehaughs have developed 
other aspects of performance” (Anderson, 1994, p. 24). Even when working 
with the two companies in one project, Anderson is anxious to treat them 
differently, rather than as an ensemble. As Martin Hargreaves argues in 
“Profile Lea Anderson”, this is done in order to “critique the gender biases and 
heterosexual assumptions of much contemporary dance” (2002, p. 16).
Anderson’s collaboration with the photographer Chris Nash was 
presented in a televised interview by Judith Mackrell, at the photography 
exhibition “Beyond Dance” presented at The Place during Dance Umbrella 
1990. Nash explains that he tries to depict the wit and energy of the dancers 
and not only record their look.® Nash represents the quality of The 
Featherstonehaughs dancers as being somewhere between ordinary men and 
professional dancers; he thinks that ‘dancerly’ photos are not a suitable 
representation of them. The title for this chapter is borrowed from Nash’s 
article “Putting your fingers on it”; describing his impressions of Anderson’s 
choreography, he writes: “hands dance, hands walk and hands talk is today’s 
choreography” (1990, n.p.). Instead of emphasising the whole body, the 
dancer’s strong back or the elegant shapes of the arms in his photographs, he 
focuses on small gestures of hands and faces, thus stressing that they are as 
important as legs and feet.
Another important and long collaboration, which started with Flag in 
1988, is with Sandy Powell -  the designer of the colourful, diverse costumes 
for most of Anderson’s dances, including her video-dances. Powell’s
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experience is inspired by her studies at both St. Martin’s and the Central 
School of Art. She is known through her work on the films Orlando and The 
Crying Game, and also created costumes for the Royal Shakespeare 
Company and for the Bruce-Kemp collaboration, Cruel Garden (1977). 
Costumes have a very important role in Anderson’s choreographies, and for 
both her companies they look more like clothes than dancewear. Sherril 
Dodds argues that the choice of costume, with its “strong fashion element”, 
gives her work “a degree of accessibility” (1993, p. 31). Anderson explains her 
use of street clothes (which could well be worn outside the theatre) by saying 
“it’s the street where my movement comes from” (Hughes, 1990). In some 
dances, however, there are corsets, as in Cold Sweat (1990), or bathrobes, 
kilts for men and glamorous gowns for women in Perfect Moments (1992). In 
addition, various materials are used, like the rubber ballgown for Birthday
(1992) or rose petals to cover men’s suits in USpectre de la Rose (1993). In 
Flesh and Blood (1989), the metallic surface of the material used reflects the 
light, contributing to the mysterious atmosphere of the dance. These multiple 
examples demonstrate how various styles from different historical periods are 
put together in non-hierarchical modes in Anderson’s work. Moreover, they 
demonstrate the move from a non-hierarchical to an ironic, self-reflexive 
comment. The juxtaposition of fragmented and recycled different styles of 
costumes and everyday clothes illustrates the re-presentations from which 
Anderson constructs her contemporary work.
In 1988 Anderson also created her first video-dance, Pastorale. Talking 
about her experience of producing it in Dance on Screen (1998), Anderson 
explained how she used the technical knowledge of the director, Roy Honney, 
to expand her choreography; they not only recorded the dance but added 
something new to it. This experience led Anderson to collaborate later with 
Margaret Williams, for Flesh and Blood (1989), which laid the foundation for a 
long collaboration between the two artists. Flesh and Blood brought about 
another development to the company, the addition of four new members to 
The Cholmondeleys: Sonia Bucci, Emma Gladstone, Alexandra Reynolds and 
Marisa Zanotti.
In the course of the 1980s, Anderson started to create dances for the 
theatre and television. This was influenced by the shift to large-scale
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companies and the full-evening choreographies she created. In Britain, she 
worked also for other dance companies and productions; among them were 
the National Theatre Studio and the National Theatre Company. The 
Cholmondeleys and Lea Anderson were already considered as “one of the 
success stories of British new dance” (Macaulay, 1989, n.p.), and she was 
considered “the best exponent of new-wave dance” (Taylor, 1989, n.p.). The 
companies had already performed outside Britain in the festival of Mulhouse, 
and a piece was made for the Pompidou Centre entitled Jeune Danse 
Européens. Although there was some criticism by local French dance writers, 
Duckworth, who reviewed the French season, writes: “both companies [The 
Cholmondeleys and Yolande Snaith] had already achieved notable success” 
(1989, p. 9). The various awards Anderson received indicate the 
establishment's recognition of her creative work (see Appendix 3).
Anderson has been involved in special public projects, where amateurs 
and professional dancers work together. She does not see her work in the 
community as separate or different from working with professional dancers. 
Anderson, who situates her work between high art and popular culture, says:
I don’t see myself as high art, that’s for sure. I draw heavily 
not just from popular culture, but from all sorts of culture.
Hameed, 1996, p. 8.
In July 1989, Anderson was invited by Jean Paul Goude and the French 
government to choreograph the British section of the parade The Marseillaise, 
part of the bicentennial celebrations of the French revolution in Paris. Between 
15 march -  29 April 1991 Anderson created for the Leicester International 
Dance Festival the community project Opera Sportif {1991). She arranged the 
festival and the activities of all its performers, both professionals and 
amateurs. The dancers taught various groups of local people, of which 150 
were selected to participate along with six members of The Cholmondeleys. 
Anderson created blocks of simple choreography, using counts and “setting 
the rising and falling bodies in visual counterpoint” (Parry, 1991, p. 30).
Her willingness to explore the television medium has made Anderson 
publicly known, and extended her audience far beyond the confines of theatre
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and performance spaces. Furthermore, Anderson is of a generation that grew 
up with the television medium, and knows its advantages and disadvantages. 
It is her dance’s “two-dimensional quality, the quirkiness of its gesture, that 
lends it to TV” (Scott, 1993, n.p.). In her dissertation, ““Perfect Moments, 
Immaculately Framed”: Postmodernism and Popular Culture in the Work of 
Lea Anderson”, Dodds (1993) focuses on the breakdown of the boundaries 
between high art and popular culture and its relationship with postmodernism. 
She argues that Anderson’s popular appeal is in part generated through the 
use of image and TV in her work.
Anderson takes active measures in order to make the viewer aware of 
the issues that she considers important. At the end of the video-dance Jesus 
Baby Heater (1992), for instance, she explains that for the expanded two- 
minute dance she had to create a special structure and therefore combined it 
with ‘film noire’ genre characteristics. She goes on to explain that through this 
process she moved from dance to film and back to a new dance. Another 
example is the television programme series Tights, Camera, Action! (1994), in 
which Anderson introduces her own and others’ works, and talks to the 
audience about the pieces created. Each week Anderson presented herself 
as the central figure in a different famous painting: one of the sisters from the 
painting The Cholmondeley Ladies (1600-10), Otto Dix’s Sylvia von Harden 
and Goya’s Maja Vestida. Speaking about the process of making Precious
(1993), she expands on the humour that she introduces as an element of the 
dance. She even criticises the notion that funny work is not important, saying 
that
it became patently obvious to me that anyone who has got 
anything worth saying uses wit to distance themselves from 
the situation they’re looking at.
Fisher, 1993, n.p.
Thus, Anderson not only demonstrates her understanding of the questions her 
art raises, but, uses humour to distance herself from it.
Anderson’s ideas when creating a dance first emerge from images that 
she collects, pictures and postcards from magazines and newspapers which
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are systematically categorised and kept in her notebooks. Robert Epstein 
writes of the behaviourist psychologist Skinner’s Notebooks; “good ideas 
come and go. Jotting them down...preserves them for use at a convenient 
time” (1980, p. ix). Writing these ideas down and publishing them enable the 
observer to share private clues to the artist’s working methods, as Graham did 
in her notebooks, published as The Notebooks o f Martha Graham (1973). 
However, not all artists share the undercurrents of their thoughts with the 
public. Valerie Briginshaw (1995-96), who examines Anderson’s perceptions 
of power and gender through influences and images, claims that she had 
been collecting car images for five years before she made the piece Car 
(1995). Looking at some pages from Anderson’s notebook (plate 2), published 
in Dance Theatre Journal (1995-96, p. 35) with references made during the 
production of Birthday (1992), one can see how Anderson’s creative life as a 
dancer and choreographer unfolds, and how these subjective jottings move 
towards realisation in her dances. In this piece, during the ‘bathroom scene’ 
the male and female dancers are dressed with white toweling robes, doing 
identical movement patterns taken from media images depicting cleaning 
behaviour. Examining the programme for the dance (plate 3) and the video­
dance Perfect Moment {1992), a filmed production influenced by this dance, it 
becomes clear that Anderson’s representations are not innocent imitations. 
Rather, the way she combines the images in radical juxtapositions exposes 
the imitative process as anything but neutral. The use of borrowed ideas and 
images is a postmodern device, reflecting the end of romantic individualism.
Anderson does not merely preserve her preliminary ideas -  which are 
obtained through observation of people and films -  but shares them with her 
dancers before and during the process of creating a dance. In an interview 
with Mairead Turner, she specifies that these ideas usually fall into one of 
three categories -  a picture, a gesture or a stance -  and that they are 
concerned with ‘mood or a tension’ (Anderson, 1994, p. 23). The grouping of 
these images in her notebook might later suggest to her a sequence of 
events, or a narrative. Ideas about music and lighting are also added at this 
stage. It takes Anderson about one year to gather information before 
launching a new work. When she starts working with the dancers in the studio, 
she brings in her notebook and tries “getting the dancers to be the people in
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the images, or I sometimes try to refer to the picture by holding the image in 
my head” (Anderson, 1994, p. 23). Her ideas are sometimes derived from 
other art forms, conventions that Anderson tries to transpose to dance. When 
making Opera Sportif for example, she brought her “go-everywhere
notebooks” (Parry, 1991, p. 29) started a year earlier, which were filled with 
alternative ideas, images and possible suggestions for the production.
When Anderson has an idea, she discusses it with the composer, who 
suggests the instruments to be used in the piece; this helps her to establish 
the atmosphere of the work. She prefers to work and collaborate with the 
composer in the studio. As she explains in conversation with Dick Matchett 
(1992), she might come with a movement phrase in mind and ask the 
composer to suggest music for it. During the creative process in the studio, it 
might happen that music changes the movement. This is a situation Anderson 
cherishes, because ’’the music changes the movement at the very point of 
creativity” (Matchett, 1992, p. 25). Lea Anderson has had a long-time 
collaboration with the composers Drostan Madden and Steve Blake, who have 
composed and arranged most of the music for her dances (in addition to 
performing in her choreographies and video-dances). From 1987 until 1990 
Blake formed the band Pointy Birds and played with it. For the companies’ 
production Birthday (1992), Blake brought together a new band. The Victims 
of Death, including saxophone, double bass and drums. Their ‘jazz-based’ 
music is "associated with contemporary music” (Dodds, 1993, p. 30) and gives 
Anderson’s work a “fashionable appeal”. Macaulay adds that Blake uses 
some of the postmodern characteristics such as “irony, fragmented, recycled 
melody and impersonal urgency” (1989, n.p.), which contribute to the 
contemporary feel of Anderson’s work.
Anderson juxtaposes various kinds of music in her work, from original 
music composed for her choreographies to ‘found’ music. Among the various 
styles she employs are pop, rock, jazz, opera, classical music and film 
soundtrack. The relationships between the combined musical quotations, 
which Anderson knowingly puts together, point to politically un-innocent 
intentions and illustrate the power structure within the music. In The Big 
Feature (1991), Anderson uses Steve Blake and Drostan Madden’s original 
music together with music composed by Wagner, Neil Young and Crazy
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Horse, to name but a few, demonstrating a radical juxtapositional approach. 
The self-consciously recycled high and popular music illustrates one of the 
postmodern strategies in her works. Bizet, Verdi and Rossini are the 
composers whose music is used for Marina (1986). The references to the 
icons of operatic music illustrate the non-hierarchical stance of 
postmodernism (discussed below). In Venus in Mourning (1988), four female 
dancers dressed in rubber dresses move to the rhythm of an aha. The irony 
attached to their exaggerated movements, performed to historical ‘high’ 
music, challenges the iconographie conventions of this art form and leaves the 
meaning of the dance open-ended.
The tempo used in Anderson’s dances is very solid and echoes the 
music’s rhythm. In Flesh and Blood (1989), Anderson deconstructs the rhythm 
in her dance. Talking about the process of making the dance, she describes 
how the dancers “danced a 3/4 sequence to a 4/4 piece of music”, and recalls 
that they could not “connect the tempo, the music that was playing, to what 
you watched” (in Briginshaw, 1995, p. 5). Anderson knowingly talks about this 
process, which demonstrates alienated and quite complicated new 
possibilities of the relationship between dance and music.
1.3 Postmodern Aspects of Anderson’s Choreography 
1.3.1 Modes of Representation^
Postmodern dance, moving away from the modernist ideology of artistic 
autonomy, individual expression and the separation of art from mass culture 
and everyday life, incorporates the juxtaposition of various styles and modes. 
According to Roland Barthes (1977), this juxtaposition illustrates the 
abolishment of the privileged author, and with it the abolition of authenticity 
and originality. This concept of the ‘death of the author’ leads to a more 
democratic perception of art -  although only to those who are “in the know”, 
who are a small (elite) minority. Furthermore, postmodern dance draws 
attention to popular culture while borrowing from traditional cultural and art 
history, using self-reflexive devices such as parody. According to Connor,
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“more complex reflexivity of work...ironically parodied the traditions of dance” 
(Connor, 1997, p. 162). This complex reflexivity might be what has led to the 
reduced accessibility of contemporary dance. The video-dance USpectre de 
la Rose (1993), for example, as Anderson explains in her televised series, is 
not a reworking of a classic but a new interpretation of the title.^° In her dance, 
Anderson not only refers to Fokine’s distinguished choreography made in 
1911, but also uses dance idioms from the well-known Romantic ballet, 
Petipa’s Giselle (after Coralli and Perrot, 1841). For instance, she employs 
camera tricks to put the rose’s petals back in place, as Giselle picks the petals 
from the gathered daisies in order to convince herself of Duke Albrecht’s love. 
In saying that she is only reworking the dance’s title, Anderson suggests her 
work’s ‘meaning’; the spectator needs to know USpectre de la Rose, as well 
as Giselle and its sources, in order to appreciate it.
Linda Hutcheon argues in The Politics of Postmodernism (1995) that 
the representations of postmodern art cannot but be political. One of the main 
concerns of postmodernism is to de-naturalise what we experience as 
‘natural’, making it ‘cultural’. The cultural contexts brought into the work are 
not politically innocent, and are translated into the work of art in content and 
form, always with self-awareness. These qualities mix in the work of art and 
create an uneasy tension "that provokes an investigation of how we make 
meaning in culture” (Hutcheon, 1995, p. 18). Flag (1988, plate 4) has cultural 
references to revolutionary posters and other visual media used by National 
Socialism and Communism. Anderson, with self-awareness, creates tension 
by juxtaposing the two apparently opposed systems, thus implying that they 
are two sides of the same coin. The first is a system of private economic 
enterprise under centralized governmental control, while the latter is based on 
the ownership of all property by the community as a whole; both, however, 
use dictatorship as a policy to govern (Bullock, 1988). Thus, her dance refers 
to the breaking up of “the old poles of attraction represented by nation-states, 
parties, professions, institutions, and historical traditions” which Lyotard 
describes in The Postmodern Condition (1997, p. 14).
Another example is Futurists (1987-88), which refers to the ideas of 
Futurism, the artistic movement that erupted onto the Paris scene in 1909 and 
later extended its influence to Italy and Russia (on Futurism and dance see
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also Introduction, pp. 2-3). The movement’s contribution to artistic 
developments became quickly recognised all over the Western world 
(Goldberg, 1996; Lynton, 1995; Martin, 1968). The manifesto of the Milanese 
poet Filippo Tommaso Marinetti (in the newspaper Le Figaro, February 20, 
1909) called for the destruction of museums and libraries and glorified speed 
and violence. Marinetti also formed a lasting friendship with Mussolini in 1914, 
which is one of the reasons for the movement’s neglect. Nevertheless, Martin 
argues in her book Futurist Art and Theory: 1909 -  1915 that
it would be a severe distortion of facts to force Futurist art and 
theory into the political straitjacket of Fascism on the basis of 
a limited concurrence of attitudes.
1968, p. xxvii.
Futurists embraces different perspectives of revolution, involving images 
taken both from the Futurists and from the Russian Revolution. In addition, 
Anderson sets into the dance discourses of “Chinese ballets where women 
are in Mao suits and pointed shoes”, and “the emotions expressed in Scottish 
and Irish laments” (Mackrell, 1988). The result is a radical juxtaposition of 
various dance representations of historical events, which occurred in different 
times and places, with no correlation between them. Anderson presents on 
the one hand references and images from Western tradition and culture and 
on the other its destruction, through the tension created between the 
combined images and qualities. Furthermore, by referring to violence as an 
inevitable force that accompanies the process of achieving the goals of 
artistic, ideological or cultural movements she produces a different system of 
meaning, which breaks away from the conventional interpretations of the 
Futurist movement and its influence.
Anderson’s typical mode of demonstrating tension is by using gestures 
and small movements, which are considered to be the signature of her work. 
Fisher describes it as
just layered, concentrated, tiny, tiny things which have the 
effect of thinking that either you’re mad or they’re mad!
1993, n.p.
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According to her, people interact by gestures, and these she puts into small 
patterns: “If you look into it [the use of small movements] there’s so much 
more potential” (Anderson, 1994, p. 25). Anderson explains that one of her 
first works. Baby, baby, baby (1985), “was made for a space covered with 
guitar leads, cigarette ends and beer. We couldn’t move about, so we 
gestured” (Nash, 1990, n.p.). In Flag the movement ranges from small 
gestures of hands and head in the more expressive sections, to big, upward, 
diagonal and energetic movements to demonstrate how people move when 
directed by the establishment. The selection of movements, the employment 
of space and the use of an “eccentric choice of national symbols and cliches ” 
(Constant!, 1989, p. 634), all result in a radical juxtaposition, illustrating the 
resemblance of the means used by the two opposed ideological movements 
that shaped the world in the first half of the 20^ century.
The gestural movements are generally performed in a personal sphere, 
not reaching far from the body. The ordinary steps are executed close to the 
ground, and even the aerial steps are weighted. This is demonstrated in 
Venus in Mourning (1988). Throughout the dance, the movement is restricted 
either by the dancers’ clothes or activity. In one section, two dancers are 
dressed in long white skirts, which restrict and dictate their movements as if 
they were performing a ceremony. Later, as they stand in the middle of the 
stage, one dancer caresses and traces her passive partner’s face and body. 
Every once in a while, one of them turns towards the audience, staring at it 
harshly -  suggesting a shift in women’s status, from sexual objects to subjects 
who are capable of expressing a powerful statement.
The relationships between the performing dancers are not 
confrontational. Rather, they work side by side, each of them retaining his/her 
own personal space. The Big Dance Number (1987) opens with an old 
Hollywood dance; nevertheless, the dancers are dressed in brown smocks, 
which dictate their restricted movement. Each of the various sections of the 
dance has a characteristic image. Live musicians perform a version of 'Just 
the Way You Look Tonight' while Barker and Anderson perform minimal 
movement. Later the others join the dance, making gestures and steps that 
refer to Fred Astaire and Ginger Rogers’ dances. The gestures and
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movements are performed within a confined space, within the immediate 
periphery of the dancers’ bodies. The sense of community is examined in 
Carriage o f the Arms (1987), where rhythm and dynamics are shared by the 
four dancers, rather than eye contact. The facial and body gestures of the 
women dancers appear like “ritual fingering”, suggesting “Korean Women 
drummers” (Nugent, 1987, p. 29). The fact that the dancers do not touch each 
other removes the dance from emotional overlay.
Anderson breaks down her dance into smaller units made of 
fragmented narratives, each expressing a different perspective. All the 
sections manifest subject-matter that relates to contemporary issues. Her 
choreographies do not have a linear narrative, nor are they concerned with 
abstract movement, rather they are created of episodically subdivided 
sequences of events, which are juxtaposed within the works. Expressive titles 
are given to the various sections of The Big Feature (1991), like “Bomb 
around the clock” or “Barstool blues”, contrasting ironically with each other. 
This self-reflexive and anti-illusion device is also used at the beginning of Coid 
Sweat (1990), when the names of the dancers and people responsible for the 
production are presented to the audience, written on cardboard. Other works 
that also make use of this device are The Show (1990) and Jesus Baby 
Heater (1992).
In The Big Feature (1991), The Featherstonehaughs are concerned 
with relationships between the real world and the world of illusion, using 
borrowed images and texts from Hollywood films. Just when the audience is 
drawn to a scene performed by two dancers who talk about their personal 
intimate relationship, the other dancers present on stage interrupt to disclose 
that they are just rehearsing. By self-consciously re-constructing the imaginary 
world, Anderson creates tension with the real one, which is also represented 
by the narrator who talks before each section. Parody as a self-reflexive 
device is also employed in another section, when the narrator warns the 
audience not to try the dancers’ tricks at home, while the dancers are in fact 
performing very simple, everyday movements.
The avoidance of conventional structure in Anderson’s choreographies 
gives more importance to fragmentation and juxtaposition, reflecting 
fragmented contemporary society. This complex structure is evident in Flesh
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and Blood (1989, plate 5), which juxtaposes mainly three areas, each 
reflecting upon the other. Anderson awareness of the fragmented structure of 
the dance is expressed in her interview with Briginshaw:
Quite early on I decided that there were going to be different 
sections within the piece that would have different restrictions.
I had three areas that I was interested in.
1995, p. 4.
Anderson further explains that the first section is the pull between the earth 
and the sky -  the spiritual and the physical -  for which she introduced early 
Graham technique. The second is concerned with the articulation of hands, 
eyes and face movements and its effect. The third is shaped by the 
relationship between two people, which is a functional and not emotional 
relationship and is achieved by ritualistic behaviour borrowed from all kinds of 
religions.
Anderson uses irony to subvert representation in the dance. In The 
Clichés and the Holidays (1985) she ‘abuses’ the dancer's image. The three 
dancers parody the kind of Spanish dances that are put on for tourists. They 
draw basic dance steps and create a new and simple movement lexicon, 
blending tango, flamenco and peasant dance. The dancers also wear skirts 
with matador trousers underneath, so they can alternate between male and 
female roles. Anderson plays with sophisticated parody, rejecting the highly 
disciplined technique and dance language that distinguished modernism in 
dance.
Jameson argues in his article “Postmodernism, or The Culture of Late 
Capitalism” (1984) that in postmodern culture the individual subject 
disappears and any personal style or great collective project is absent. 
Parody, a form of intertextuality which, according to Hutcheon (1995), 
deviates from a norm and then reasserts itself by a systematic mimicry of its 
deliberate eccentricities, is considered central to postmodernism and has a 
self-reflexive popular a p p e a l .B e in g  drawn to while at the same time 
challenging past representations creates tension, through which we formulate 
the meaning of culture; through this double process the artist sets up and
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ironises past representations in a present portrayal. Hutcheon (1995) 
continues to argue that postmodern parody does not disregard the context of 
the past representation it cites, but brings to attention the distance between 
representations of the past and the present. Furthermore, the use of parody, 
through its wide range of forms, calls into question the notion of artistic 
originality and uniqueness. Jameson argues, on the other hand, that pastiche 
eclipses parody. Like parody, pastiche is an imitation of other artistic styles, 
but unlike parody it is a neutral practice. Without satiric impulses and devoid 
of laughter, it is “the practice of a kind of blank irony” (Jameson, 1984, p. 65). 
Jameson (1988) argues further that when stylistic innovation is no longer 
possible, all that is left is to imitate dead styles.
In USpectre de la Rose (1993), performed by the Featherstonehaughs, 
parody and pastiche call into question the notion of artistic originality, 
uniqueness and the capitalist notion of ownership. With the dancers dressed 
in Western business suits, covered with all shades of pink rose petals, the 
choreography refers to a previous dance of the same title: USpectre de la 
Rose was created in 1911 for the third season of Ballets Russes by Fokine, 
who was considered to be “the cutting edge of the reestablishment of ballet” 
during the first years of the twentieth century (Horowitz, 1985, p. ix). The 
theme of the dance, a pas de deux for Tamara Karsavina and Vaslav Nijinsky, 
was suggested by the French writer Jean Vaudoyer, based on Théophile 
Gautier’s poem. Anderson ironises Fokine’s work by taking her dancers out of 
Bakst’s minimalist octagonal room, to the ruins of a confined old building. In 
her fragmented dance there is no coherent sense of time or space. The flock 
of birds that continues the direction of the dancers’ movement is caught in the 
air, implying another space dimension. It suggests Nijinsky’s famous grand 
jeté, penetrating through the open window into the private space (the 
bedroom) into which “a young girl returns from her first ball and dreams that 
the spirit of the rose she is carrying visits her” (Horowitz, 1985, p. 30). While 
Fokine’s version is based on gender dichotomy and the difference between 
‘femininity’ and ‘masculinity’ is represented by the male-spiritual and female- 
earthy movement material and quality, Anderson’s male dancers represent 
both the earthy and the spiritual qualities.
In Clump (1988) the title suggests a dual meaning: a clump of men, or
48
dumping about the stage “in part silly, part sullen, solidarity” (Jordan, 1988, p. 
27). Anderson’s choreography illuminates the behavioural codes of men, “the 
striding bravado, the obsessiveness of self-crossing rituals, the nervousness 
of rush-hour proximity” with irony (Jordan, 1988, p. 27). The title Slump (1988) 
can also be understood in two ways, “slump-slouch or slump-depression, both 
implying a certain heaviness which was conveyed in weighty, tired 
movements” (Grant, 1988, p. 31). The male dancers, in casual blue jeans, 
sneakers and white t-shirts, perform everyday monotonous movement and 
gestures. In both dances multiple parodies are operated to present the male 
dancers, removing them from their traditional iconographie representation, 
and providing an insight into contemporary male behavioural codes.
Parfum de la Nuit (1988) is a visualisation of the aria “Casta Diva” from 
the opera Norma (1831) by the Italian composer Vincenzo Bellini. Using 
humour, the dancers challenge the iconographie poses of this art form, with a 
“puffed chested style of performance” (Jordan, 1988, p. 27). Dressed in 
strapless and shiny rubber dresses, the four female dancers display their 
fluted skirts to the dying sound. In one episode of the 1992 video-dance series 
Tights, Camera, Action! (Series 1) mentioned above, written and presented by 
Anderson, she introduced the dances reclined on a white bed, dressed in 
white loose clothes and a checkered vest -  an image inspired by the oriental 
image of Goya’s painting Maya Vestida (c. 1805). It not only challenges the 
iconographie tradition of the female nude, intended for male viewing, but 
points to the role of the presenter in relation to the material being presented. 
The self-conscious and ironic juxtaposition, mixing the illusionistic and the 
real, creates an uneasy tension between the erotic appeal of the painting and 
reality, and between the Romantic art form and the contemporary 
choreographies. Parody is used in these works to connect the contemporary 
with past “high” art while violating its canonical tradition.
1.3.2 The Breakdown between Disciplines
The breakdown of the boundaries between the arts, between disciplines and 
between high art and popular culture is another characteristic of 
postmodernism, and it is the focus of this section. Postmodernism, which
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breaks away from modernist aesthetics with its “naked display of materials” 
(Krauss, 1998, p. 30), deconstructs meaning through dialogue with the arts, 
allowing other meanings to be intertwined into the reading. Deconstruction, 
Jonathan Culler argues in On Deconstruction: Theory and Criticism after 
Structuralism (1983), is one version of poststructuralism and is closely related 
to literary theory. To deconstruct a discourse is to show how it relies on a 
particular philosophy, by identifying in the text the rhetorical operations that 
produce the supposed ground of its argument. For instance, reversing 
hierarchical oppositions exposes the rhetorical operation that is responsible 
for the hierarchy, and demonstrates the political or intellectual strategy of the 
discourse presented in the text. Deconstruction, defining itself in opposition to 
itself, is a structural property of the discourse itself.
The notion of ‘intertextuality’, which is inherent in poststructuralist 
theory, suggests that the author has no more control over the text’s meaning 
than the reader (or specta to r) . In “The Death of the Author“ Barthes argues 
that
a text is made of multiple writings, drawn from many cultures 
and entering into mutual relations of dialogue, parody, 
contestation, but there is one place where this multiplicity is 
focused and that place is the reader.
1977, p. 148.
Michael Worton and Judith Still argue in Intertextuality: Theories and Practices 
(1990) that the various texts brought into the work by the writer 
(choreographer), by which the reader is influenced, are not isolated, but 
constructed as quotations from other texts while also absorbing and creating 
others. The notion of dance as ‘text’ and its relationship to different contexts is 
established by Adshead-Lansdale in “Creative Ambiguity: Dancing Intertexts” 
(1999).
Already The Cholmondeley Sisters, Anderson’s first choreographed 
dance, demonstrated the blurred boundaries between disciplines. As she 
declared, it is no accident that the dancers in The Cholmondeleys are all 
women (Newman, 1987). In the very act of creating an all-women group, 
Anderson introduces the concept of sisterhood, used within the international
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women’s movement, which consolidates feminist networks (Downing, 1987). 
Her interest in feminine solidarity is evident in her claim that
to be in a nunnery with other women was really the only 
recourse for an intellectual or creative woman who wanted to 
develop her own ideas. That sisterhood is a very ancient 
convention of women working together and being able to 
escape from the patriarchal outside world
Briginshaw, 1995, p. 6.
In The Cholmondeley Sisters, Anderson addressed the concept of ‘sisterhood’ 
as represented in the painting that the dance refers to. Both the work and the 
company’s title refer to a painting of the British School, which was probably 
based in Chester, near the Cholmondeleys estate. The painting. The 
Cholmondeley Ladies (plate 1) represents, according to the inscription 
(possibly added in the 18“  ^century)
Two Ladies of the Cholmondeley Family,
Who were born the same day.
Married the same day.
And brought to Bed [of a baby] the same day.
Caption at the Tate Gallery
As in the painting, Anderson demonstrates in her piece how the boundaries 
between illusion and reality are blurred to create a new representation. The 
tension between the art world and real life is introduced through the 
introduction of everyday, ‘non-artistic’, images and ideas. Like the two ladies, 
who are considered to be sisters only by tradition (as indicated by the Tate 
Gallery), Anderson juxtaposes the two ballerinas’ ballet lexicon with real life 
gestures, such as checking their lipstick. The blurring of boundaries exposes 
the previous constitution of a canon (in modernist thinking) and the 
relationship between art and life that resulted from it.
Dodds refers to the sources of the images that have been used in 
Anderson’s pieces as if they “have sprung directly from the magazine covers 
and TV screen which pervade our life” (1995/96, p. 31). The dance film Car
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(1995) incorporates images taken from the TV screen. The dancers are 
squeezed out of the car’s windows, as if they are dead bodies in a gangster 
movie shooting scene, also reminiscent of Andy Warhol’s documentary 
images of car crashes (1962-3). Anderson, however, does not draw images 
only from popular culture but pulls also from other art forms, such as different 
forms of dance, visual art, literature, and her own material used in previous 
works. Multiple images of various art styles are introduced together with 
contemporary dances, crossing boundaries between discourses, which were 
once considered firm.
References from high art, from ballet as well as from early Graham work 
and Doris Humphrey technique are introduced in Flesh and Blood. Anderson 
brings into her dance the heritage of dance history, in an unhierarchical 
manner. However, she politicises this through the use of parody, knowing that 
a sophisticated and conscious spectator is familiar with the up-to-date 
language that she uses. She allows the past of the dance culture speak from 
within, while at the same time questioning its historical representations and 
values as she juxtaposes it with other types of movement within the context of 
contemporary dance.
Anderson’s incorporation of different forms of dance into her 
choreographic style, as mentioned above, also includes everyday movement. 
She states in an interview:
I tend to avoid movement that is found in a dance class and 
use movements that are based on everyday activity, including 
facial gestures.
Lister, 1992.
She even keeps nervous mannerisms, such as a dancer may do between 
steps, for the dance’s movement material. Thus, she enables the spectator 
“both [to laugh] at the dancers’ professional pretensions while being conscious 
that, ultimately, you’re simply the victim of their indifference” (Mackrell, 1986, 
p. 15).
Although Anderson quotes movements from other dance styles like 
ballet or Flamenco, the manner in which the dancers perform these
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movements means that it cannot be confused with the “real” ones. She self­
consciously intertwines various genres with her movement vocabulary, while 
demonstrating that there is no attempt to be “authentic” but rather pointing out 
that these movements are quotations. In The Cholmondeleys Sisters, Coward 
and Barker, dressed like ballerinas, use traditional ballet steps like ‘pas de 
bourées’ or movements like ‘port de bras’, juxtaposed with facial gestures. 
Furthermore, these movements are performed while searching for hairpins or 
sharing sweets, undermining the ‘ballet-like’ image. In juxtaposing gestures 
from high art, from popular culture and from everyday life, giving them all 
equal value, Anderson deconstructs the hierarchical and authoritative 
vocabularies of ballet and modern dance. Another example is Baby, Baby, 
Baby (1985) framed by Nina Simone’s song, ‘My Baby Just Cares for Me’. 
Solway argues that the dance echoes a Tamla Motown vocal group with its 
“tight line, simple gestures and literal interpretations of the song’s lyrics” 
(1986, p. 24). Here, Anderson draws her small movement vocabulary from 
basic dance steps developed into simple variations and delivered with irony. 
The dancers/singers “keep losing the thread of their act; clutching anxiously at 
their dresses...staring hollowly at the audience” (Mackrell, 1986, p. 15), 
thereby demonstrating the duplicity of postmodernism: it is related to high-art 
history while, same time it, undermining its representations.
Anderson reworks many of her ideas, introducing material from 
previous choreographies into new ones. She investigates ideas from different 
perspectives, exploring them from new points of view that provide new 
significance. In Opera Sportif (1991), Anderson incorporated various sport 
movements that she had used in previous choreographies, like the swimming 
movements from Flag (1988). In another example, the ritualistic duets from 
Flesh and Blood (1989), are developed further in Precious (1993). Thus, she 
examined “how far I could take that stylisation, to the point of making a 
different kind of movement vocabulary” (Briginshaw, 1995, p. 6). Anderson 
also indicates that “there is no authentic, original Flesh and Blood but a 
number of distinct versions” (Burt, 1998, p. 33). In the postmodern 
perspective, there is no one authentic text, but rather re-presentations of 
representations.
A direct dialogue with the film medium is found in The Show (1990),
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which is based on two main sources: borrowed images and scenes from 
Hollywood films of the 1930s, and the idea that the world is a small global 
village. The dance is made of short scenes; each has a title that is announced 
by one of the dancers. ‘Strangers’, the first section, was performed to Frank 
Sinatra’s famous song, “Strangers in the night”, and sung by one of the 
dancers. The dancers perform tapping, thus also referring to the musicals of 
the 1930s and Fred Astaire’s style of dancing. Anderson borrows greeting 
gestures from various cultures, as well as music, which is sung in different 
languages. While the movement is comprised of simple everyday walks and 
big arm gestures, the dancers create configurations using a large amount of 
stage space, with walks as the transitions between the forms. The 
juxtaposition of various art styles and forms with self-conscious and self­
reflexive parody constructs the anti-illusive representation of this dance.
Referring to Perfect Moment (1992, plate 6), Dodds (1993) suggests 
that Anderson uses television as a popular medium to reach the masses. The 
idea of the dance, based on Birthday created the same year, is “loosely based 
on a social gathering and the preparation for it” (Dodds, 1995, p. 97). The 
dancers use ordinary movements, like walks, or more delicate body 
movements borrowed from everyday cleaning routines. They perform in pairs, 
dressed in white bathrobes, using small body limbs, like hands and feet, and 
all their senses to detect any tiny sign of dirt on each other’s smallest body 
parts. Later, when the dancers move outdoors, the male dancers, in black 
skirts and vests, perform a ritual in which they seem to be preparing for 
combat. The dance ends with all the dancers removing their clothes, placing 
them on the floor and lying next to them. Thus, Anderson deconstructs 
recycled images from popular culture, taken from everyday life routines, which 
apparently contributed to the popular appeal of the dance.
Film and television, with their two-dimensional images, argues Connor, 
are both mass-culture media which “seem structurally to embody a surpassing 
of the modernist narrative of the individual artist” (1997, p. 182). Walter 
Benjamin, in his study “The Work of Art in the Age of Mechanical 
Reproduction” (1998, first published in 1936), argued that even the most 
perfect reproduction lacks one thing: the ‘here and now’ of an original work of 
art -  its unique presence, its ‘aura’. Connor (1997) argues that although for
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Benjamin film was the representative form of the modern, his argument 
actually predicts the shift from a modernist epoch to a postmodernist one. He 
continues to argue that what Benjamin seems to have discounted was “the 
capacity for modern cinema itself to create and sustain artistic aura, or myths 
of aura" (Connor, 1997, p. 196).
Antony Easthope argues in his introduction to Contemporary Film 
Theory (1996) that “in the area of film theory the break with the naturalist 
fallacy was made in the 1970s” when cinema was no longer viewed as 
copying the world we perceive. Classic film theory is divided into the realists 
and the formalists', both assume that cinema is based in photography. While 
the realists defend cinema as an art that resembles reality not in an iconic 
manner, but rather, as an indexical feature of the photographic feature (the 
sign’s causal relationship to its subject), the formalists argue that cinema is an 
art form that goes beyond realism (the effect of the real). As Rudolf Arnheim, 
the formalist theoretician, argues, cinema is more than the mechanical 
reproduction of real life, because of its limitations -  such as reducing the world 
into a two dimensional effect, its limited colour (then), vision, space-time, 
sound (then) and smell (in Easthope, 1996). Changes were perceived when 
film theory moved away from the models of the visual to theories of language, 
ideology and gender.
The video-dance medium in which Anderson creates is a collaboration 
of two disciplines, camera and movement, but stands in its own right. 
Referring to the recently developed genre of video-dance Dodds argues in her 
book Dance on Screen that
the concept of video dance can be taken to mean dance that 
is either originally conceived, or radically reconceived, for the 
television screen.
2001, p. 69.
Video-dance exploits a very physical relationship between dance, movement 
and the camera. The artistic statement of this collaboration requires either 
mutual trust, or a clear hierarchy between the parties. The collaboration of the 
two disciplines creates a work which is specifically choreographed for the
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screen and is not intended to be conceived as a live performance. In video­
dance, as in cinema, the camera manipulates the subjective experience of 
watching dance. The relationship between the camera and the world is used 
expressively and artistically, and is illustrated in multiple ways, which 
construct a signifying effect; the use of camera angles; depth of focus within 
the frame; lighting; framing (e.g. close-up); camera mobility; alerted motion 
(slow motion, stills); editing; special lenses and special focus; and the use of 
several cameras in various positions. In addition, there are juxtapositions 
created in editing. These contribute to the manipulation of the audience focus, 
the way of looking at the video-dance and the different perspectives created. 
As Fenwick (1994) notes, the new way of seeing finds ways of getting around 
its limitations by exploiting its technical advantages. It allows the viewer to 
“pay attention to small details, to become better acquainted with the dancers 
through close-ups, and to see movements very clearly” (Fenwick, 1994, p. 
39). Its ability to capture nuances of facial expressions and small gestures is 
well suited to these particular aspects of Anderson creativity.
The main two differences between dance and television occur in 
relation to notions of space and time (Dodds, 2001, p. 71). SAAB 9000 is the 
space for the video-dance Car (1996), where the car as an icon of 
contemporary life, with which we have an obsessive relationship, is torn apart. 
Specific techniques that are employed, like close-ups and cuts, allow a 
freedom in locations, play with time and speed up the action. The process of 
editing and re-ordering images blurs the boundaries between the real and the 
imaginary. The use of editing contributes to the characteristics of this art form, 
as Garraghan illustrates in his MA dissertation about video-dance and Rock 
culture, in which he says,
montage of the filmed images creates flow and the structure 
of the dance, and can produce a wide range of effects, 
including narrative, location changes and temporal shifts.
1995, p. 9.
The editing device used in the process of making video-dances results in a 
fragmented narrative that deconstructs the logic of the linear time and space
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of the work of art, while creating spatial and temporal possibilities that could 
not be achieved on stage.
The dialogue with the spoken word is first introduced in Anderson’s 
work in Walky Talky (1992). The various parts of the dance are based either 
around movement or speech, and "sometimes the sections act independently, 
sometimes they interact” (Bramley, 1992-93, p. 31). The segregation device 
allows the audience to concentrate on each aspect, either the spoken word or 
the movement.
In Flesh and Blood, images are incorporated from the literature of 
saints and martyrs, taken from the book Lives o f the Saints. Anderson reflects 
on spiritual issues that are dealt with through the very physical means of 
violence and death of women saints. This dance also demonstrates a direct 
influence of visual art. Anderson states that as part of the process of creating 
the dance she was “looking at paintings, particularly religious paintings of the 
medieval or late medieval period” (Briginshaw, 1995, p. 4) with their gold 
background. However, in her dance she uses Medieval Christian iconography 
-  images of high art -  in order to challenge the culture of that particular era. 
Seven female dancers move on stage as if they have come out of Byzantine 
icons, to deafening music composed and played live by Steve Blake. The 
dancers perform body, hand and eye gestures borrowed from Christian 
religious iconography that depicts saints, angels and martyrs. Anderson uses 
the artistic language, in which the images, symbols and signs have specific 
meanings, as a point of departure for her dance. The long silver dresses 
reflect the light on the stage, which is changed frequently. The movement, 
which is a combination of curved and very precise gestures, is kept close to 
the dancers’ body. The combination of restricted space and restricted 
movement vocabulary, along with the dancers’ concentration, each in her own 
world, endows the dance with a very sensual and mysterious quality. The 
combination of movement, space and sound creates a representation that 
challenges the traditional way of looking at Christian religious history.
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1.3.3 Gender
Simone de Beauvoir’s elaboration in The Second Sex (2001, first published in 
France in 1949) that ‘humanness’ has been defined in terms whereby man is 
‘subject’ and woman is ‘other’, has influenced Feminist perspectives. Christy 
Adair notes that “the Women’s Movement has recognised the centrality of the 
arts in shaping our ideas about ourselves and our society” (1992, p. 3). 
Feminist perspectives have brought about changes in our way of thinking 
about culture, knowledge and art, as well as a shift in how the “political 
impinges upon and infuses all of our thinking, both public and private” 
(Hutcheon, 1995, p. 20). Adair continues to argue that since the body, with its 
social construction, is central to dance practice, “recognition that that which is 
socially constructed can be deconstructed offers a challenge to traditional 
practices” (1992, p. 199).
Mackrell argues that Anderson’s formation of an all-women dance 
group "allows her to avoid heterosexual dance cliché...[and] devote herself to 
portraying the behaviour of different types of women” (1992, p. 137). 
Anderson’s all-male group. The Featherstonehaughs, manifests “slapstick 
humour, a non-macho spirit, an endearing gangly charm, boyish innocence” 
(Leask, 1994, p. 49). As Anderson herself says,
I don’t like showing women as stupid, to get cheap laughs at 
their expense; I’m careful about that. With men, I don’t bother.
They get more attention anyway right from the start and think 
the world revolves around them.
Witzeling, 1994, p. 15.
The system of representation established by Anderson stresses sexual 
difference. She presents the image of men, as Adair observes, like other 
contemporary women who choreograph for male and mixed companies, with 
a “softer image than the usual macho stance” (1992, p. 235). The two one- 
gendered companies are combined in specific works, so that Anderson can 
explore the areas of sexual identity and gender relationship within it (see also 
section 1.2, “Lea Anderson, Flesh and Blood”). In Birthday (1991), for 
instance, she kept the companies very clearly separated on stage, with “a
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very separate style for the Cholmondeleys and the Featherstonehaughs” 
(Fisher, 1993, n.p.). Fluidity of gender identities is manifested in Perfect 
Moment (1992), in which, through dressing male and female performers 
identically, both sexes carry out the same gender roles.
Feminism and postmodernism confront the dominant representation of 
women in contemporary culture, and reconstruct women’s representation. The 
play of gender has an important role in illustrating these ideas. The 
fashionable motorcycle obsession in Metalcholica (1994) demonstrates 
tension between subject matter and the gender of the performers, through the 
use of a visual device. Two female dancers, dressed in Punk leather clothes, 
stand in front of their motorcycles in the opening scene of the dance. They 
perform their movements with control and strength and share weight in the 
partnering sections, suggesting self-confidence and power in themselves and 
their relationship. The everyday movements of walks are mostly restricted, as 
in a section where two women stand shoulder to shoulder and perform 
restricted arm and facial movements, mirroring each other. When a dancer, 
however, performs on and near the motorcycle, the quality of her movements 
is free and sensual.
One, after a luxuriant, back-arching anticipation of new 
horizons, muscles released as never before, strikes out into 
the unknown. The other never gets started...spends the rest 
of the show dismantling it at the side of the stage
Jays, 1994, p. 907.
The obsession (later, a dancer also reads postcards, a diary and a motorcycle 
manual) is stressed by the use of ‘heavy-metal music’, but is also softened 
with sensitive humor.
Briginshaw argues that Anderson sets her work against common 
representations of gender and sexuality, "so that her work questions rather 
than reinforces the associated meanings" (1995-96, pp. 36-37). In this 
connection, some of Anderson’s ‘strong visual images’ often start from ‘found 
images’. In the last scene of Perfect Moment (1992), as mentioned before, the 
dancers remove their clothes and arrange them in a pattern that is completed 
when they lie down amongst them.
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Viewed from above, this tableau looks like a kit of clothes and 
dolls laid out to be dressed, [which] illustrate the ideology 
grounded status of gender.
Briginshaw, 1995-96, p. 37.
Another example is Jesus Baby Heater (1992), in which Anderson presents 
cultural icons associated with accepted norms of masculinity and femininity 
while subverting them. The Featherstonehaughs, performing the dance, are 
depicted as “gangsters from film noir”, and another imagery source is based 
on Piero della Francesca’s painting. The Ho/y Fam/'/y (Briginshaw, 1995-96, p. 
37).
Postmodern dance has abolished the ‘theatrical walls’ that kept it apart 
from the life of the political body, and celebrates the body as a subject, 
refusing to make it an object, argues David Michael Levin in his article 
“Postmodernism in Dance” (1990, p. 232). He continues to argue that “the 
dance can be the body’s speech” (1990, p. 232), and through it the body can 
speak its needs and dreams. Varied in height, size and build, Anderson’s 
dancers are as one sees in daily life, “people rather than simply bodies” 
(Anderson, 1994, p. 26). These characteristics influence the movement quality 
of a piece, which the ‘dancerly’ body stereotype cannot sustain.
The dancers do not ‘project’ in a manner commonly seen in 
dance performance, preferring instead to allow the audience 
to be drawn into the world they see unfolding on stage.
Anderson, 1994, p. 3.
When Anderson, however, wants to use tight unison in a piece or to create 
duets, she chooses similar bodies to maintain the effect. The dancers need to 
be immensely skilled in order not be recognised as a particular narrow image.
Space, besides the spatial dimension that the moving body creates and 
moves through, is also manipulated in Anderson’s dances in order to convey 
ideas related to gender (the relationship between pictorial and the dance’s 
space is discussed further in section 4.1, “Into the Void”). In most of the 
dances, the spatial arrangement and the setting are kept very simple, which
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makes it easier to see the dancers’ expressions and gestural movement. In 
Precious (1993), the visual design refers to the tension between the subject 
matter, the process of alchemy, and the gender of the performers. According 
to Briginshaw, the stage space in this dance was
carefully planned beforehand because the show was based 
on alchemic principles of reaching some kind of state of 
nirvana and she took that as a metaphor for men and women.
1995-96, p. 38.
The mythical history of alchemy originates in ancient Egypt (Roberts, 1994; 
Schwartz-Salant in Jung, 1995). Later, it embraced the Socratic philosophy 
that the world originated from a single substance, which separated out into 
four elements: earth, air, fire and water. European Christian alchemy offers 
much more than a focus on the formation and transformation of metals, 
argues Obrits in her introduction to Constantine of Pisa’s The Book of the 
Secrets of Alchemy (1990; first published in 1257). The theoretical part of this 
particular treatise, for example, includes extensive discussions on medicine, 
meteorological phenomena, geography, astrology, and theological topics. Carl 
Gustav Jung, a modem researcher of alchemy, realised that the alchemist, in 
his efforts to treat base matter in such a way as to turn it into gold, was 
working symbolically on the transformation of his own psyche (Jung, 1983). 
This alchemical metaphor of individuation, according to Jung, works on three 
levels: the material (gold-making), the embryological (life-making) and the 
psychic (soul-making). Or, in Schwartz-Salant words.
Jung found a mine of symbolism that he recognized to parallel 
the way a human being, with a correct use of will and 
imagination, and the assent of fate, can enter a process 
whose goal is the creation of an internal structure he called 
the self.
Jung, 1995, p. 2.
Anderson divided Precious into four main sections; each depicts a part 
of the alchemical process, and they are distinguished by the colour changes 
characteristic of each stage. Furthermore, the dance is partly constructed
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around the placing of men and women on stage. The Black (nigredo) section, 
the initial stage of primary material, has dancers of both groups occupying a 
large amount of space. Their big movements, large arm gestures spread out 
in diagonal forms, demonstrate the prima materia, or the primal Self in 
psychology, containing all the potential and all the dynamic oppositions 
necessary to achieve the goal of the process of individuation. Moving to the 
White section (albedo), a stage that results from washing the products of the 
nigredo, the male dancers, representing the feminine qualities of the queen, 
carry their portraits dressed in white. The measured movements are 
performed in slow pace, to demonstrate this highly prized moment in alchemy, 
in which the soul is released, refined and then reunited with the revitalised 
material to produce the stage of many colours which then transform to white. 
The restricted use of space in this section becomes even more restrained in 
the next Red section (rubedo), danced by female dancers representing the 
king, associated with masculinity. In this section, in which the white unites with 
red through the process of fire and heating, the dancers enter in red dresses. 
They move either in stylised and precise movements on and around the 
chairs, left from the previous section, or close to the ground with a flowing 
energy to the movement.
The Gold section, referring to what is considered by the alchemists to 
be the crowning of their work, demonstrates the union of all opposites, as 
symbolised by the union of masculinity and femininity in the ‘chymical 
marriage’ or the ‘sacred wedding’ -  the union of the conscious and 
unconscious, according to Jung (Schwartz-Salant in Jung, 1995). To peaceful 
music, with a less definite rhythm, the dancers sit cross-legged and perform 
various religious prayer gestures, constantly changing the group 
arrangements in space. This section refers to the various religions that, like 
the alchemists, consider marriage a sacred institution. It is the sexual fusion of 
male and female in marriage, expressing the bridging within us of all 
prevailing oppositions, which Anderson challenges by dissolving the traditional 
relationships between the sexes and genders. The Gold stage ends when all 
the dancers are gathered in a row centre-stage, and one after the other they 
fall to the ground. This conveys the turning-point, the climax of the process, in 
which the new stage must be stabilised in order to provide the basis for
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another upward-movement, which according to Jung’s theory is the process of 
individuation.
Anderson’s thinking about feminist representation is unique. Briginshaw
(1996) suggests that Anderson explores the ‘political potential’ of power as 
represented in gender and sexuality through the self-reflexive representation 
devices of postmodern dance, such as intertextuality and parody, employing 
various texts and images from real life, popular culture and art forms create 
the fragmented subject matter of her dance. She constantly explores and 
plays with gender-related ideas, as when addressing the genre of striptease in 
Venus in Mourning (1988), performed by The Cholmondeleys. A female 
dancer in a black dress, gloves, shoes and hat stands in the middle of the 
stage, busy taking off and putting on different parts of her clothing. The 
juxtaposition of a striptease performance -  in which the performer undresses 
slowly, usually for the male’s pleasure -  with a ‘burlesque’ show exposes and 
challenges the notions of the female body, its desires and politics as 
conceived by the erotic fantasy of man’s sublimated desire of women. Female 
desire and eroticism are re-encoded through the female experience, and 
contribute to the discourse of the desire, erotica and politics of the female and 
male.
Conclusions
Through the process of researching and examining the historical account of 
Lea Anderson’s artistic life and in relation to British contemporary dance 
scene, its association to postmodern theory becomes apparent. Her work 
does not draw on ‘real’ things, but on conceived impressions, and it is 
primarily concerned with ideas or concepts. The images and representations 
are changing and expanding constantly. The employment of borrowed images 
from everyday life, other art forms and cinema, leads to a “multi-layered and 
open-ended” dance (Dodds. 1995-96. p. 32), while the irony Anderson applies 
in her works leads to multiple coding, deconstructing the images used. In 
addition, the premises of dance are constantly being liberated in Anderson’s
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work from traditional ones, as her movement vocabulary is based on everyday 
actions, hands and facial gestures.
The manner in which Anderson incorporates such strategies with other 
components in her choreographies, applying them to gender-related issues, 
creates a tension that makes her works politically powerful. Her challenge of 
the hegemony and the power of the norm, the widely accepted views of 
heterosexual culture, demonstrates that in deconstructing gender 
representations, Anderson not only raises questions of what should, or can be 
the image of woman/man, but also presents another, alternative option. These 
aspects, which are defined as part of Anderson’s choreographic style, are 
found also in The Featherstonehaugs Draw on the Sketch Books of Egon 
Schiele, and will be analysed and discused in detail in the second part of the 
research.
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Notes
 ^ During the 1960s modernist dance was challenged by avant-garde activity, 
which took place in New York. As the once revolutionary modern dance - of 
Martha Graham, Doris Humphrey, Kurt Jooss, Mary Wigman et al - became 
institutionalised, a new form of modern dance was desperately needed. The 
artists involved in what became known as Judson Dance Theatre were 
Yvonne Rainer, Steve Paxton, Simone Forti and Lucinda Childs, to name 
some. Working in opposition to traditional modern dance associated with 
Martha Graham and others, they tried to widen the nature of dance by 
introducing different styles and activities. Merce Cunningham inspired much of 
that dance activity, with Robert Dunn, who danced in his company, teaching 
John Cage’s ideas of chance procedures (Banes, 1987). Most of the work that 
had begun in high modernist abstraction either stayed that way or became 
experimental (still a modernist ethos). Only few choreographers used 
postmodern strategies such as irony and self-reference within their work, 
notably David Gordon and Trisha Brown.
 ^ In 1986 Richard Alston took over the directorship and the Company’s image 
shifted as the Cunningham-based technique replaced Graham as the training 
system favoured by the Company. The Following year the company adopted 
the name Rambert Dance company.
 ^Glen Tetley Company first performed the dance at the New York School for 
Fashion Design on May 5, 1962. In Britain, Ballet Rambert first gave it at the 
Richmond Theatre, Surrey, on January 26, 1967. Music by Arnold 
Schoenberg to poems by Albert Giraud. Designed by Rouben Ter-Arutunian. 
Pierrot: Christopher Bruce, Columbine: Gayrie MacSween, Brighells: 
Jonathan Taylor.
Jordan (1992) argues that the introduction of the ‘release’ work by Mary 
Fulkerson (in 1973), a dance tutor at the Dartington College of Arts, is an 
important aesthetic change. This work's approach is of directing awareness 
inwards, involving an extensive use of the floor and the use of the form known 
as ‘contact improvisation’. According to Jordan, the form of contact 
improvisation was introduced in Britain barely two years after its invention by 
Steve Paxton.
 ^ Ian Spink is an Australian choreographer who arrived in Britain in the late 
1970s.
® Alston, Davies and Spink had each formed a separate company: Richard 
Alston and Dancers (1977-80), The Ian Spink Group (1978-81), and Siobhan 
Davies and Dancers (1981).
 ^Anderson was interviewed by the broadcaster Christopher Cook in Dance on 
Screen, held at the Place theatre on November 1, 1998.
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® In the twentieth anniversary of The Cholmondeleys Nash (2004) speaks 
about his collaboration with Anderson since the start, and presents some 
iconic imges of dance to illustrate the visual history of the two companies over 
the last twenty years.
® The concept of reprentation in relation to The Featherstonehaughs Draw on 
the Sketch Books of Egon Schiele is discussed at length in section 6.2, 
“Feeling Expressed on the Outside of the Body”.
For a discussion of other aspects of the video-dance of the same work see 
section 1.3.1, p. 48.
For a further discussion on the relationship between pastiche and parody in 
relation to postmodernism, see section 2.3, “Re-presenting Past Recollection”.
See section 6.4, “choreographer and Audience as Readers”, for the 
discussion on the theoretical concept of “intertextuality” as discussed in 
relation to the dance.
66
Chapter 2 
Hybrid Relationships
Artistic hybrid relationships are manifested in Anderson's work, first and 
foremost, in the relationships between dance and painting. The encounter 
between Anderson as a creator of postmodern art and Schiele’s 
Expressionism (see section 3.2, “Like a Chant of a Bird”) unfolds yet another 
hybrid relationship -  that between present and past. The concept of hybrid 
relationships as an integral element of postmodern culture is examined in the 
first section of this chapter. The scope of hybrid relationships between dance 
and painting is analysed in the second section, aiming not at an investigation 
of its linear and historical development, but at the classification and 
examination of the characteristics of these collaborations. After examining the 
nature of artistic hybrid relationships, based on Jerold Levinson’s article 
“Hybrid Art Forms” (1984), the collaboration between dance and painting is 
considered, based on the framework he suggests, consisting of three basic 
types of relationships. This will be exemplified and assessed against 
examples of various dimensions. The various characterisations of the 
relationships between dance and painting, presented as a range of modernist 
constructions, illustrate how different they are from what Anderson does in her 
work, which is constructed as postmodern. The artistic hybrid relationship 
between Expressionism and Postmodernism, the two important cultural forces 
of the twentieth century, is reflected on in the third section.
2.1 More is not Less
“There are no happy marriages in art -  only successful rape”, asserts 
Susanne Langer in her lecture “Deceptive Analogies: Specious and Real 
Relationships Among the Arts” (published in her book Problems of Art, 1957, 
p. 86). She argues against the view of some aestheticians, who see the arts
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just as “many aspects of one and the same human adventure with its 
differences rising only in their materials” (1957, p. 76). Among them, some 
mark the fundamental unity of the arts and then classify its various 
manifestations either in a hierarchical order, such as lower and higher forms, 
or in a parallel order, which signifies the ‘commonwealth’ of art. These 
relationships between the arts, that are in essence one and differ only by 
name. Langer continues to argue, are important but not interesting, since 
“they differ in various accidents” (1957, p. 78). Furthermore, if we investigate 
the arts by assuming their essential sameness, we shall learn no more about 
that sameness.
Langer (1957) argues that although all artistic activities are related to 
each other, it is apparent that they have distinct characters. Her approach to 
‘Art’ is that each art is autonomous and has its own principles of constructing 
its works. While no art is limited to its unique material, it is clear that each art 
uses the realm of its created primary apparition or primary illusion, the 
material from which a work of art is always created, and all the other materials 
are secondary apparitions. This is the source of differentiation, from which 
each art derives its autonomy and its problems. Accordingly, the primary 
apparition of a painting is the structure of space, while that of music is the 
dimension of virtual time. The notion that each art has its own apparition 
brings Langer to a twofold conclusion. She asserts that the divisions between 
the great orders are not artificial divisions and, therefore, there can be no 
hybrid works that belong as much to one art as to another. This is not to say, 
however, that the arts are unrelated.
What distinguishes an art is its primary apparition, and not the 
materials to which its techniques have to be adapted. Langer (1957) claims 
further. There is no rule that can govern two arts, and probably no technical 
device that can be taken over from one to another, let alone materials that 
correspond to both. It is the principle of assimilation which she considers to be 
the far-reaching principle of cross-relationships among the arts. These 
relationships she divides into two main categories. The first includes the 
primary apparition of one art serving as a secondary apparition in another. 
Virtual space, for example, is the primary apparition of painting and might 
appear as a secondary apparition in music, whose primary apparition is virtual
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time. In the second category, a work of one art serves in the making of a work 
of another art, like Schubert’s songs, which are composed to words by Heine, 
Shakespeare or Goethe, where the primary qualities of the words are 
absorbed in the song and no longer serve in their own right.
Langer’s (1957) view of the arts as each having its own autonomous 
principles of construction, is similar to Greenberg’s definition of modernist 
painting as “the guarantee of its standards of quality as well as of its 
independence” (1982, p. 6).  ^ Greenberg, furthermore, argues that the 
essence of modernism lies
in the use of the characteristic methods of a discipline to 
criticize the discipline itself - not in order to subvert it, but to 
entrench it more firmly in its area of competence.
1982, p. 5.
Arthur Danto expands this argument in his introductory chapter “Modern, 
postmodern, contemporary” to the book After the End of Art (1995). He argues 
that modernism
is marked by an ascent to a new level of consciousness, 
which is reflected in painting as a kind of discontinuity, almost 
as if to emphasize that mimetic representation had become 
less important than some kind of reflection on the means and 
methods of representation.
1995, p. 8.
Hence, the conditions of representations themselves in the history of art 
become central in modernism. Postmodernism, he conceives, is “less a style 
of making art than a style of using styles” (1995, p. 10). Furthermore, he 
claims, art produced after modernism illustrates that narrative had come to an 
end?
‘More is not less’ (the title of this section) challenges the modernist 
doctrine of ‘less is more’, formulated by the architect Robert Venturi in 
Complexity and Contradiction in Architecture (1998). The latter, he argues, is 
part of a ‘noble purism’ in architecture, a demand presented by Le Corbusier 
in his book Vers une Architecture (1923). Venturi declares:
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I like elements which are hybrid rather than ‘pure’, 
compromising rather than ‘clear’, distorted rather than 
‘straightforward’, ambiguous rather than ‘articulated’, perverse 
as well as impersonal, boring as well as ‘interesting’, 
conventional rather than ‘designed’, accommodating rather 
than excluding, redundant rather than simple, vestigial as well 
as innovating, inconsistent and equivocal rather than direct 
and clear.
1998, p. 16.
Such an approach, he argues, evokes many levels of meaning and 
combinations of focus, which can be readable and workable in several ways 
at once.
With variations, Roland Barthes’ and Julia Kristeva’s reading of the 
notion that ‘more is not less’ is similar. Barthes, in relation to linguistics, 
argues in his essay “From Work to Text” that a change has taken place when 
the “solidarity of the old disciplines breaks down -  perhaps even violently, via 
the jolts of fashion -  in the interest of new object and new language” (1984, p. 
169). However, he conceives that it is manifested in the ‘interdisciplinary’ 
approach to a discourse with its complexities across several disciplines. The 
French scholar Julia Kristeva defines this change, in an interview with Alexia 
Defert, as a site in which various forms of practice come together with the 
“clear necessity to work disciplines differently but in parallel” (1998, p. 5). In 
order to be interdisciplinary, to enter multiple discourses at once, one has first 
to be grounded in one discipline, preferably two, before testing them against 
each other. Kristeva’s (1998) claim is that this concept (already in use in the 
1960s) attempts to combine theory with concrete and practical experience.
The existence of the hybrid, in Latin hybrids, has long been known and 
observed in plants and later in Darwin’s connection with the origin of species 
(Baldwin, 1960). Hybrid is also defined by Fowler and others as a word 
formed from a stem or a word belonging to one language by applying to it a 
suffix or prefix belonging to another (Scott, 1965; Cuddon, 1977). Stephen 
Davies asserts, in Musical Meaning and Expression (1994), that the hybrid 
nature of art forms has attracted little attention in the literature. He suggests, 
for instance, that programme music is an artistic hybrid between music and
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words, viewing any attempt to understand It in purely musical terms as 
incorrect and reductive. He refers to L. Kendall Walton’s article “Categories of 
Art" (1970), in which he indicates that one cannot understand a work of art 
while ignoring its genre, for each work’s genre determines some of its 
artistically important characteristics. Analogously, a work of art that represents 
a genus of the relationship between dance and painting can be classified as a 
genre, an artistic hybrid site.
As Davies points out, a notable exception to the disregard of hybrid art 
forms is Jerrold Levinson (1984), who argues in his article “Hybrid Art Forms" 
that not all art forms are pure, but some are hybrids combined of two or more 
distinct arts. Hybrids are not considered as such just because they are 
composed of two distinct artistic activities, argues Levinson (1984). Although 
hybrid art forms are complex and contain various structural elements, it is not 
the intrinsic features of the works, nor the employment of two or more different 
materials that make it hybrid. Works that are “complex and contain structural 
elements of various kinds” (Levinson, 1984, p. 5) are not necessarily hybrid 
art works. Such is the case, for instance, of traditional painting, which is the 
combination of drawing and colouring, or the conjunction of body movement 
and rhythm in dance.
The hybrid status, with its critical significance, is not structural but 
historical. Historical conditions, the basis of the hybrid art form, are inferred 
from its definition as a ‘biological breeding together’ of two different species, 
which normally do not inter-breed but can, in some cases, under unnatural 
conditions, be forced to do so (Bullock et al, 1988). The use of a medium with 
a view to distinct tendencies and histories, and of patterns that are purposely 
combined, is what distinguishes hybrid art forms from the various structural 
aspects of non-hybrid art (Levinson, 1984). Since a medium, in this sense, is 
closer to an ‘art form’ than to a ‘physical dimension’, only a historically 
informed analysis will capture the aesthetic notion of hybrid art in actual use. 
The significance of hybrid art forms is the notion of purposefully combining 
pre-existing materials into wholes not known before. As Levinson (1984) 
argues, an art form is a hybrid when each of its comprising art forms has 
independently developed and emerges out of existing artistic activities and 
concerns. The hybrid nature of a relationship is distinct from other kinds of
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relationships, being the result of a fertile cross between two species -  two art 
forms.
The reference to and interpretations of earlier art forms is what makes an 
artwork a hybrid. A hybrid art form is thus defined by Levinson as such in
virtue of its development and origin, in virtue of its emergence 
out of a field of previously existing artistic activities and 
concerns, two or more of which it in some sense combined.
1984, p. 6.
Levinson suggests European figurative painting as an example of dimensional 
multiplicity which does not in itself establish hybrid status. He refers to it as a 
'Gedanken’ hybrid where there is no appropriate appreciative background 
carried by the components such as in hybrid. If figurative painting had, 
however, developed from an art of two-dimensional decorative patterning and 
been transplanted to an established technique of three-dimensional space 
through perspective grids, then it might have been considered a hybrid art 
form. Only an analysis that is informed by history will “capture the aesthetically 
important notion of hybrid art" (Levinson, 1984, p. 8). Furthermore, artistic 
hybrids must be understood in terms of their components, and this is done at 
the level of categories and their antecedents, not just at the level of a single 
work.
2.2 Establishing the Dimensions
Although all hybrid art forms originate from two or more earlier forms, not all 
are the same. There are three main distinct combinations involved, classified 
by Levinson (1984) as synthesis or fusion, transformation or alteration, and 
juxtaposition or addition. As the concern of the present thesis is dance and its 
relationship with painting, these types of artistic hybrids are examined mainly 
in relation to these art forms. The following are the gradation stages of the 
various types, based on the amount of emphasis placed upon one art or 
another.
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1. Dances with literary titles that are inspired by paintings, such as Ninette De 
Valois’ The Rake’s Progress (1935), which was created after a Hogarth series 
of prints bearing the same title; or Glen Tetley’s The Anatomy Lesson (1964) 
after Rembrandt’s Dr. Nicolaes Tulp’s Anatomy Lecture (1632).
2. Works in which the choreographer is influenced by painterly ideas, such as 
the relationship between Marcel Duchamp and Cunningham as demonstrated 
in Walkaround Time (1968) created after Duchamp’s The Large Glass (1915- 
23).
3. Collaboration between choreographers and artists who contribute an 
accompanying design, such as Pablo Picasso’s setting and costumes for 
Léonide Massine’s Parade (1917) or Sophie Fedorovitch’s collaboration with 
Fredrick Ashton in his dance Symphonic Variations (1946).
4. Summation or juxtapositional relationships, in which the arts of dance and 
painting maintain their own autonomous elements and characteristics. This is 
illustrated by Merce Cunningham’s dances and their independent 
relationships with Jasper Johns’ paintings.
5. Juxtapositional relationships with fluid boundaries between the arts, as 
manifested in Anderson’s The Featherstonehaughs Draw on the Sketch 
Books of Egon Schiele (1998), or in Philip Glass’s opera, Einstein on the 
Beach.
6. Fusion or synthetic relationship in which the elements of dance and painting 
contribute equally to the new form, while each loses its own recognisable 
autonomous characteristics. Dadaist cabaret is an example, which illustrates 
this fused relationship.
7. Artists becoming choreographers, like visual artist Oskar Schlemmer who 
choreographed the Bauhaus Triadic Ballet (1922), based on visual 
perceptions.
8. Artists fascinated with bodily movement like Degas, who illustrated the 
realistic and artificial qualities of the world of ballet, and Isabel Lambert, who 
painted famous British dancers.
9. Artists who were influenced by dance ideas, like Hogarth, whose serpentine 
theory was affected by dance.
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Table 1 considers the theoretical levels of possible abstraction at which 
the cooperative activity of the two arts can take place. It does not suggest, 
however, a hierarchy of their concrete operations. Such an examination of the 
relationships listed above makes three distinct dimensions of the hybrid 
relationship evident. In transformational hybrid, the art of dance modifies 
pictorial art in cases 1-2, while in cases 7-9 painting modifies dance. Case 6 is 
of a fused relationship, where both contributors symmetrically lose some of 
their qualities in the end product. In cases 3-5 both arts are juxtaposed, 
neither art controlling the other. This hybridisation includes three main 
instances -  collaboration, independent, and crossed boundaries.
Table 1: Outline of the three hybrid dimensions
Synthetic hybrid T ransformationa! 
hybrid
Juxtapositional
hybrid
Dances inspired by 
paintings
Dances inspired by 
painterly ideas
Collaboration between 
artist and choreographer
Relationship of 
autonomous arts
Fluid boundaries
Symmetrical fusion of 
the arts
Artists becoming 
choreographers
Painting movement
Painters inspired by 
dance
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2.2.1 The Application of Transformational Hybrids
In the transformational hybrid one art form is transformed within another art’s 
direction, and the two arts do not contribute to the end result to the same 
degree. This type of hybrid retains the primary characteristics of one art form, 
but another is modified into it. Hence, it is closer to the synthetic than to the 
juxtapositional hybrid. Levinson (1984) illustrates it with the example of a 
kinetic sculpture, in which some characteristics of movement are incorporated 
into sculpture. Although a kinetic sculpture is no longer stationary, it is a 
“terpsichorean sculpture but not a sculptural dance" (Levinson, 1984, p. 10). 
In the transformational hybrid (as well as in the synthetic one) some essential 
or defining features of one or both arts are challenged or modified. This type 
of hybrid includes several sub-types.
Dances inspired by paintings
Ninette De Valois created the ballet The Rake’s Progress (1935, plate 7) after 
the series of paintings by William Hogarth, condensing eight episodes into 
six.^ These were mainly engaged with characterisation, using the traditional 
approach of representation. M.G. Benton (1995), who distinguishes between 
“aesthetic reading" and “efferent reading’’,"^  argues that the reading of the 
message of William Hogarth’s A Rake’s Progress (1735),® like his other 
pictorial narratives, was created through the balancing of figures, colour, line, 
and mass. The series of paintings, which was later made also as a set of 
engravings in order to reach ordinary people, leads the eye through an easy 
to follow viewing sequence, as the figures are depicted in a causal narrative 
order from left to right, as in a written text. In the book Vice-Wells: A Ballet 
Progress, P.W. Manchester writes of the original production of De Valois’s 
dance: “each of the women...is a real person coming to life for those few 
moments" (1947, p. 56). Mary Clarke writes about the 1998 revival:
The scenes which are depicted are entirely faithful to Hogarth 
and even minor characters are brought vividly to life through 
dance and acting.
1998, n.p.
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The representational nature of the dance, with its use of expressive and 
gestural movements, is well illustrated by Beaumont (1951), who claims it is 
not so much a ballet as a mime play with dances.
Another example of a dance as a representation of a painting is Glen 
Tetley’s The Anatomy Lesson (1964).® The dance was a harking back to 
Rembrandt’s masterpiece Dr. Nicolaes Tulp’s Anatomy Lecture (1632), which 
showed the members of the Dutch surgeons' guild examining a corpse during 
a dissection. This dance, unlike de Valois’s, is inspired by one painting, which 
Jack Anderson (1965) considers to be an unlikely inspiration for a dance 
because of its static quality. The figures in the painting are all ‘solemn doctors’ 
except one -  the corpse. Tetley, unlike De Valois, does not try to illustrate the 
narrative of the painting, or to depict its characters. He declares that “at no 
point do the dancers assume the exact pose in the painting’’ (in Anderson, 
1965, p. 48). Instead, he tried to portray the various feelings he encountered 
while looking at the painting, such as vulnerability, isolation, loneliness, fear, 
comfort, and the inevitability of death. In the dance, he attempts to contrast 
the “grim scene in the medical arena with the quicksilver kaleidoscope of life 
itself, and let the audience decide for themselves “who really knew more 
about life, the doctors or that poor man on the table?” (Anderson, 1965, p. 48).
Horst Koegler considers in his article “Choreography and the Visual 
Artist” (1994) the tradition of choreography which attempts to illustrate what 
leads up to the picture or its social frame as the most straightforward form of 
transforming the inspiration gathered from visual art into dance. The described 
examples illustrate how dance, with its expressive means, can depict the 
narratives represented in paintings as well as its social framework, emotions 
and feelings. An examination of the two cases described above clearly shows 
that as the recognisable pictorial masterpieces are modified into the dance, 
the original works become less significant. The expressive quality of the 
dances is combined with the formal language of ballet or, in Tetley's case, 
with the symbolic system which he used to represent various emotional 
stages and images. Although the paintings serve as an important element of 
inspiration for the choreographers, the dances are self-reliant and 
autonomous works of art.
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Dances inspired by painterly ideas
Another example in this category is the intellectual relationship - based on 
ideas that are not conceived through physical movement, sound and décor 
within the dance -  such as between the artist Marcel Duchamp and Merce 
Cunningham. This indirect relationship involves a translation of Duchamp’s 
ideas into the medium of dance. Carroll and Banes (1983) argue that the 
quality of “intelligence” one derives from Duchamp’s art stems from his 
“spinning paradoxes”, the exploration of the limits of his art and his concept of 
its “hermeticism”. In Cunningham’s choreography, the “intelligence” is in the 
movement, the most expressive quality in the dance, which is constructed of 
the formal bodily properties, such as lightness, elasticity, speed and precision. 
These qualities “suggest a particular description of the mind as an agile, cool, 
lucid, analytic intelligence” (Carroll and Banes, 1983, p. 73). Clarity is another 
aspect of his “intelligence”, which is demonstrated in the concept of 
autonomous elements and can be observed, for instance, in Canfield (1969). 
This tendency of separation is also demonstrated in Cunningham’s Events 
(the first one was created in 1964), constructed of used movement material 
and phrases from different dances which are brought together to create a new 
work of art.
Carroll and Banes (1983) argue that in the works of both Duchamp and 
Cunningham a certain feeling of causality is absent. Duchamp’s The Large 
Glass (1915-23), for example, represents a machine in relation to which the 
spectators cannot develop a bodily sense of causal interactions and no 
intuition of a causal system apart from what they are told; the fantastic 
causation of The Large Glass exists only as words. Similarly, in Cunningham’s 
works there is no representation of causation in the drama that motivates the 
dance. The dancers are not social agents, “they often seem unaware of each 
other”, and when they dance a cooperative task “it does not seem expressive 
of conventional communality” (Carroll and Banes, 1983, p. 74). Cunningham’s 
phrasings are “planned, intricate and self-contained” (p. 75) and, therefore, do 
not engender the illusion of power. This feeling of presentness can also be 
found in Duchamp’s work, as demonstrated in the title of his last work of art. 
Given: 1. The Waterfall 2. The Illuminating Gas (1946-66).
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Both Duchamp and Cunningham consider the importance of the 
creative act, and view it as constructed by both artist and the spectator. 
Duchamp does not stop the creative process at the meeting between an 
object and the author. This idea also applies to Cunningham’s “most 
significant innovations as a choreographer”, as he places “several different 
actions onstage simultaneously" (Carroll and Banes, 1983, p.75) that need a 
focused and attentive spectator to decide where and when to look. While 
Cunningham focuses on a spectator who is free to choose which movement to 
look at, Duchamp directs and controls the spectator’s ‘way of looking’, as 
demonstrated by the peepholes in the wooden door in Given (1946-66), for 
example. The sharpest contrast between Duchamp and Cunningham is that 
Duchamp’s objective was to create “an art that was discursive, an art that was 
allegorical”, while Cunningham creates an art which is based on the “essential 
material of his medium, viz., movement” (Carroll and Banes, 1983, p. 75). 
Furthermore, while Duchamp’s works served as “pretexts for theoretical or 
hermeneutic discussion”, Cunningham’s “residual meditation on the meanings 
of the work is secondary, if important at all” (Carroll and Banes, 1983, p. 76).
Duchamp’s direct connection with Cunningham is established in the 
dance Walkaround Time (1968, plate 8). Jasper Johns contrived the décor 
after Duchamp’s The Large Glass (1915-23), creating seven silk-screen 
images of the same size as Duchamp’s work.^ These images include the 
Chocolate Grinder, the Oculist Witnesses, the Sieves, the Nine Malic Moulds, 
the Milky Way and the Bride. Johns asked Duchamp to approve the set and 
the latter suggested that during the dance a piece of décor, a plastic cage, “be 
moved into a relationship that emulated the painting” (Carol and Banes, 1983, 
p. 77). Cunningham, in his book The Dancer and the Dance (1991), said to 
Lesschaeve, who interviewed him, that the dance was intended to be his 
reaction to Duchamp and not an imitation.
Artists becoming choreographers
Artists turning into choreographers portray how the art of dance serves as a 
platform for various ideas borrowed from visual art, and the extent of its 
contribution to the relationship. The Bauhaus, during its few years of existence 
(1919-1933), embraced the whole range of visual arts: architecture, painting,
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sculpture, industrial design, and stage work? One of its aims, as Walter 
Gropius formulated it, was in “seeking a new synthesis of art and modern 
technology” (1961, p. 7). Oskar Schlemmer played a unique role in the 
realization of this goal as the head of the ‘stage shop’. Schlemmer, a German 
painter who had marginal contacts with the dance world outside the Bauhaus, 
created his Triadic Ballet (1922, plate 9), to which Paul Hindemith composed 
a mechanical organ score for the 1926 performance. Karl Toepler (1997) 
argues that the bodily movement in the Triadic Ballet, which went through 
several transformations during the years 1912-1932, was not precise or deep 
but depended almost entirely on the visual context, namely the scenic design. 
He also argues that in this dance Schlemmer was “exploring the limits of the 
tension between abstractness and humanness” (Toepler, 1997, p. 138), with 
the human as a representation of a geometrically higher order. Lincoln 
Kirstein argues similarly that the movement in the dance, which was never 
considered by Schlemmer a ballet but a modern kind of pantomime, “denied 
the human aspect of the body's silhouette in a desire to achieve abstract 
‘purity’” (1935, p. 307). This experiment, according to Toepler (1997), with its 
abstract formal relationships between aesthetic components such as colour, 
shape and pattern, was created by transforming dancers into moving 
architecture. Schlemmer sought to invest dance with the same power of 
abstraction that modernism had discovered as possible for the painted image. 
The geometrical aspect of the dance, in which a triangular principle of 
organisation was dominant, was also a step towards a mechanisation of the 
theatre.
The radical experiment, which regarded the designer as the initiator of 
the theatrical work and its author, made Schlemmer unique among modern 
dance creators. He saw all theatrical elements -  movement, scenery, sound, 
lighting, costumes and the human figure -  as masks. The dance thus became 
a play of forms, activating a space that needed no dancers (Toepler, 1997, p. 
142), and, as Kirstein adds, the dancers' function in this work was to give 
motion to costumes, which they supported (1935, p. 307). Other 
commentators, like Toepler, felt that the extraordinary costumes “were the 
on/y significant feature of the piece” (1997, p. 142).®
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Artists fascinated with bodily movement
The bond between artist and dancer in this category is created, in Van 
Norman Baer’s words, in the “fascination with the movement as such and a 
shared expressive purpose” (1983, p. 22). The British painter and theatre 
designer Isabel Lambert Rawsthorne (1912-1992) referred to her paintings 
and drawings of dancers as ‘portraits in motion’ (Doyle, 1997). Her body of 
work includes theatre designs for the Opera and the Royal Ballet dating from 
the mid-1950s, in which she worked alongside choreographer Sir Frederick 
Ashton.^® During the 1950s and 60s she used to observe the company’s 
rehearsals, which she continued to do on a regular basis. Her paintings and 
drawings from this period, with a very different expression than that of a 
costume designer, depicted principal dancers in rehearsal, amongst them 
Dame Margot Fonteyn, Rudolph Nureyev, Svetlana Beriosova, Christopher 
Gable and Antoinette Sibley. Her work reveals a passion for depicting the 
fleeting passage of time, the ephemeral quality of the body in motion. At the 
same time, she depicted the dancers not just as objects but as individuals, by 
referring to their unique appearance and style of dancing. As she expressed it 
herself,
they are people and so have emotional implications of a 
different order. I try to understand as much as possible about 
their individual shapes and gestures. To generalise would be 
to falsify.
Doyle, 1997, p. 39.
She attempted to capture the impression of the moving bodies and viewed 
this challenge as “a choice [that] has to be made when attempting to record 
the movement of any living creature” (in Doyle, 1997, p. 39). Even the dance 
position of her model was subject to great consideration, in the excitement of 
watching a living body. In her words, it was “important to be aware of the 
skeleton beneath the form, the underlying discipline of the action” (in Doyle, 
1997, p. 39). In Fonteyn (early 1960s, plate 10), the linear gridlines 
framework, which the actual studios floors and walls at the Royal Ballet are 
covered with, stands in contrast to the soft and broken lines of the dancer.
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creating a strong sense of movement. An important element in her work is the 
reflections of the dancers in the glass walls, creating another world in which 
light is reflected on settings. The movement is depicted in a very impressive 
and convincing manner as it is thus modified into the painterly elements.
Another well-known instance of this category is related to the theatrical 
experience, which inspires many visual artists who try and capture the 
atmosphere of a performance. Degas, for instance, was concerned with “the 
reality behind the theatrical illusion” (Reef, 1983, p. 218). His paintings of 
dancers and themes of modern urban life, painted in his studio, illustrated the 
dichotomy between illusion and reality. The illusion is presented by a formal 
and disciplined aesthetic, as Edmond Concourt says, a “world of pink and 
white, of female flesh in lawn and gauze” (in Reef, 1983, p. 218). In his 
paintings he depicts the dancers’ steps and their various gestures as part of a 
long tradition “mastered through years of exercise and rehearsal,...thus a 
living demonstration of the superiority of art to nature” (Reef, 1983, p. 219). In 
contrast, Ludovic Halévy depicts the irony behind the scenes at the opera, 
revealing the dancer as exhausted and fatigued (in Reef, 1983), reinforcing a 
view of Degas’ art as ambiguous, being interested in the spectacle and formal 
character of the dance world, as well as in the human figure in motion. This 
category illustrates the shift of emphasis from dance towards painting.
Artists inspired by dance
The art of dance inspires the aesthetics of visual art, as demonstrated by 
British painter William Hogarth (1697-1764), whose serpentine theory was 
affected by dance. In his only book. The Analysis of Beauty (1997, first 
published in 1753) he demonstrates his interest in dance in written references 
to his prints. These support his theory of pictorial beauty and comedy, in 
which the serpentine line lies in the essence of beauty (Lindberg, 1981). The 
minuet inspired his ideas of linearity, and the artworks that are associated with 
The Analysis of Beauty can illustrate the importance of dance for his theory. 
The trend of dance as social entertainment in London life is illustrated in A 
Rake’s Progress (1735), showing a French dancing master offering his 
services to the newly rich Thomas Rakewell. The use of print and word “offers
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new insights and unusual descriptions of a significant period in time” in 
English urban life (Lindberg, 1981, p. 20).
Hogarth asserts in his theory that the “knowledge of lines and their 
effects aids in proper movement” (Lindberg, 1981, p. 26). The curved lines of 
the serpentine serve as an example, he suggests, of a “graceful bowing of the 
head as the person sinks, and rises, and retreats” (Hogarth, 1997, p. 108). 
Hogarth supports his ideas by creating his own ‘Country Dance’. However, as 
Lindberg claims, he “manipulates the setting as well as the dancers to suit his 
theoretical purposes” (1981, p. 28). Lindberg goes on to argue that Hogarth 
uses stage dancing in order to elaborate his theory, examining how the 
concept of beauty lies within the serpentine line and how humour results when 
the lines are too angular or circular. It is apparent that Hogarth’s experience 
as a spectator of dance influenced the forms of his art. Dance, and especially 
the minuet, contributed to his analysis of the nature of beauty, the serpentine.
2.2.2 The Application of Synthetic Hybrids
In synthesis or fusion hybrid, two or more arts are brought together in such a 
way that the
individual components to some extent lose their original 
identities and are present in the hybrid form significantly 
different from that assumed in the pure state.
Levinson, 1984, p. 9.
When one art is fused with another, the result is not a new art form with 
separable parts, but elements fused together and modified by each other 
symmetrically, neither element containing anything that can be recognised as 
the original instance. Levinson (1984) illustrates this category with the 
example of the Wagnerian opera type, which is not combined drama and 
song, but a ‘sung drama or dramatic song’. In this form, the same players sing 
while acting and act through singing, both fused into the hybrid art form.
In Dadaist cabaret we also find a synthetic relationship, in which 
various art forms are fused together and are modified by each other to create
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a new art form. The cabaret is a type of theatre in which the meaning of the 
performance lies in the artist's interaction with the audience. The artists are 
interested more in the process than the product, and use provocation as a 
means to their end. Allen Greenberg argues in his article “The Dadaist and the 
Cabaret as Form and Forum” (1985) that the Dadaist cabaret was concerned 
with a composite of the left bourgeois humanists. It was critical of the ruling 
elite but not of the social structure that they were part of, and functioned as a 
platform for attacks on militarism and imperialism while claiming closeness 
with the working class. Through self-criticism, self-awareness, and a sense of 
humour, argues Greenberg (1985), artists and intellectuals sought appropriate 
media for communicating their questions and concerns regarding the war. 
Their various ideas were presented in performance, in the form of movement, 
sound, visual art and poems, placing emphasis on chance. The changeable 
socio-political content of the performances was combined with an abstract 
style. As Hugo Ball said of Jean Arp, “when he advocates the primitive, he 
means the basic abstract outline, which holds aloof from complexities” (in 
Prevots, 1985, p. 3).
Various artists with different artistic backgrounds formulated the 
Dadaist cabaret’s aesthetics. Dada Zurich was founded in the spring of 1916 
in Cabaret Voltaire and later in Galerie Dada^^ by Hugo Ball (a poet), Tristan 
Tzara (a poet), Jean (Hans) Arp (a painter), Marcel Janco (a painter), Emmy 
Hennings (a poet and dancer), Sophie Taeuber-Arp (a textile designer and 
dancer) and Richard Huelsenbeck (a writer). In Cabaret Voltaire they 
presented performances that included “lectures, readings, songs, experiments 
with masks, simultaneous and sound poems, movement experiments and 
abstract dances” (Prevots, 1985, p. 3). The process of fusing together all of 
the cabaret elements is demonstrated in the May 25, 1916 performance at the 
Cabaret Voltaire, for which Janco created the masks.^^ Hugo Ball writes about 
this experiment:
We were all there when Janco arrived with the masks, and 
each one of us put one on. The effect was strange. Not only 
did each mask seem to demand the appropriate costume, it 
also called for a quite specific set of gestures, melodramatic 
and even close to madness. In one moment we became
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aware of the great importance of such masks in mime and 
drama. The masks simply demanded that their wearers 
should start up a tragico-absurd dance. What fascinated us 
about these masks is that they represent characters and 
emotions larger than life.
Prevots, 1985, p. 6.
Janco’s painting Cabaret Voltaire (1916) depicts this atmosphere (plate 11). 
The dance activity, both in Cabaret Voltaire and Galerie Dada, consisted of 
movement ideas presented in formal dance compositions. The programme 
presented on the evening of 29 March 1917 in Galerie Dada listed “Abstract 
dances (by Sophie Taeuber; poems by Ball; masks by Arp)" and “Claire 
Walter: expressionist dances” (Prevots, 1985, p. 4). Prevots argues that 
Sophie Taeuber was not interested in “forms that represented emotional 
states or natural things, but rather in the rhythms and energies she saw as the 
core universal experience” (1985, p. 5). Taeuber, who studied with Rudolf 
Laban between the years 1916-1919 in Zurich (when Laban developed his 
movement scales, which formed abstract structures), performed at the same 
time in Zurich Dada events.
Dada cabarets became the forum for combined arts, all contributing to 
the end result, each roughly to the same degree. Although there is a 
movement aspect and a visual art aspect to the Dada cabaret, it is neither a 
straightforward dance performance nor a musical or a visual art. The cabaret 
form is as much dance and poem as other visual art forms. Ideas and art 
forms were fused in it, as its relatively small audience enabled an interaction 
between performer and audience to occur, and the artists involved used this 
critical and intellectual form of art in their attempts to attract people to their 
ideas.
2.2.3 The Application of Juxtapositional Hybrids
The summation or juxtapositional relationship is formed by two or more art 
forms, joined together to present a larger and more complex unit. The 
combined arts retain the identity of their respective distinct components, and 
neither controls or dominates the other in the process of creating a new
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whole. The juxtapositional hybrid, which is often more than the sum of its 
parts, is the most obvious feature of attention for the artist and spectator 
(Levinson, 1984). Their interest lies in learning how the two or more concepts 
relate to one another -  whether they will “unfold in parallel fashion, in explicit 
opposition, or in an apparently sublime indifference” (Levinson, 1984, p. 11). 
The reader, from whom a greater degree of involvement is required, becomes 
active in order to be involved in the negotiation of meaning between the two 
arts. Venturi (1998), referring to architecture, argues that in such works 
meaning is enhanced by breaking the order, which must exist before it can be 
broken. This can be achieved by making calculated ambiguity of expression 
inherent in the work, thus promoting richness of meaning over clarity of 
meaning. The contradictions contained in such works of art create a complex 
reality with accommodates as well as imposes. Furthermore, old vocabularies 
employed in a new combination give it a new form or a new meaning.
The collaboration between artists and choreographers
Another aspect of the theatrical experience, which has a direct influence on 
the visual qualities of dance, occurs when visual artists design sets, costumes 
and posters for dance. Van Norman Baer argues that this influence allows the 
artists to “gain the advantage of wide exposure and new patronage, but they 
also subject themselves to the particular demands of traditional theatrical 
conventions” (1983, p. 23). The stage design should integrate with the 
choreography, and the costumes should take into consideration the functional 
requirements of the moving body. Hence, they frequently cross each other’s 
boundaries. Koegler (1994) further elaborates the notion that most painters’ 
sets consist of paintings projected onto the space
as if the painter had enthusiastically seized his chance to 
break out of the picture frame and, with an eye for the 
enormously enlarged format, to conquer another dimension.
1994, p. 16.
Koegler (1994) gives the example of the designed stage landscapes of the 
sculptor Isamu Noguchi for Martha Graham, arguing that they influenced the 
dancers, whose movement was changed as a result of the design, fabric,
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length and weight of the costume. At the same time, the dancers’ movement 
and choreography, for which they were provided, enlivened the costumes.
Pablo Picasso, a visual artist who created the costumes and set design 
for Diaghilev’s Ballet Russes’ Parade (1917), demonstrates another 
dimension in this category.^® The one-act ballet, choreographed by Léonide 
Massine, is a satirical miniature on a phase of contemporary Parisian life, 
presenting on stage, according to Drummond (1997, p. 322), the “newest in 
the ideas that came out of Paris in the years around the First World War”. Its 
innovative cubist costumes and score gave the dance its importance, together 
with Massine’s choreography. The photo presented here (plate 12) shows the 
design's essential emphasis on costume, and the abstract forms supported by 
the dancer’s body. Garafola claims that the cubist theories that Picasso had 
examined in relation to the costumes “served as public notice of the switch in 
his allegiance to the avant-garde” (1989, p. 76). She further argues that 
Parade embodied futurist ideas such as ’’concrete gesture and sound, variety, 
material, alogical structure, mechanistic movement, [and] constructed 
costume” (1989, p. 81). Nevertheless, the stylistic innovations were conjoined 
with traditional ballet themes and technique.
Picasso’s design served the ballet’s purpose, initiated by Cocteau’s 
vision of poetic theatre, with its innovative use of movement. Picasso, a most 
influential abstract artist at the time, whose first wife Olga Kokhlova was a 
prima ballerina in the Ballets Russes, sought to create a vocabulary of art 
liberated from pure illusion, which would not only describe reality but show 
what it possessed. Together with other elements of the production, the design 
served to create the ‘realistic ballet’, however exaggerated it was with its 
expressive characters. Along with the circus, the fair, and cinema, it 
broadened the concept of ballet as the function of gesture, as an imitative and 
referential art form; it also served the purpose of the ballet as an artistic form. 
This is illustrated in Diaghilev’s rejection of Cocteau’s suggestion to introduce 
the spoken word, as he “pointed out that the spoken word was entirely out of 
place in a ballet” (Massine, 1974, p. 110). Furthermore, of all the innovative 
elements, only the most significant features were taken. As Massine 
expresses it, “in 1917 we were mainly concerned with creating something new 
and representative of our own age” (1974, p. 112).
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Another strong collaboration between painting and dance occurs in 
Symphonic Variations (1946, plate 13), Fredrick Ashton’s first work made for 
the Saddler’s Wells Ballet as they moved to their permanent home at Covent 
Garden. Sophie Fedorovitch, the Polish painter, created the décor and 
costumes for the ballet, made to César Frank's score. Beth Genné notes in 
her essay “My Dearest Friend, My Greatest Collaborator” (1994) that 
Fedorovitch, who attended many rehearsals when the choreography was 
developed, discussed various aspects of the ballet with Ashton, not only the 
décor and costumes. She asserts that Fedorovitch was much involved in the 
choreography, discussing the work with Ashton. The dance, Julie Kavanagh 
adds in her book Secret Muses (1996), marked a development in British 
dance in terms of scale and style, with Ashton using only six dancers and not 
trying to fill the huge space of the Covent Garden’s stage. Fedorovitch, Genné 
(1994) claims, created mood and gave the sense of time and place to the 
choreography with a white backcloth punctuated by green washes of colour at 
centre and sides. This was inscribed with a curvilinear pattern of black lines, 
continued in a small overhead drape. The trees, sunlight and wires created 
the curved linear patterns, and the luminous green retained the seasonal 
references, inspired by English countryside.
The differences in draping and line of the costumes she created enrich 
the choreography by providing visual variety. Furthermore, the costumes 
support Ashton’s choreographic variations on turning and circling, as the skirts 
bell out like “miniature whirlwinds, or -  in line with the fertility motif -  like 
flowers suddenly opening” (Genné, 1994, p. 69, plate 14, 15). Fedorovitch’s 
designs allowed, as well, freedom of movement for the dancers, and her 
decisions about cut and line were made after she saw how the material looked 
when draped on a dancer as the dancer ‘moved’ in the material. Another 
aspect of the choreography is the use of images of classical ballet, which 
Genné (1994) suggests was Fedorovitch’s real impact on the choreography, 
since her knowledge of the vocabulary of classical art images was part of her 
academic training. Her costumes were a modern reworking of that style, all 
white for women and white with touches of black for men. The pleating and 
short skirts and the pleated hip bands were the devices she used, while the 
bandeau tops of the female dancers were hints at 1940s fashion.
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Relationships between autonomous arts
The collaboration between Merce Cunningham, Jasper Johns and John Cage 
exemplifies a hybrid relationship between independent, autonomous art forms. 
The aesthetic of this relationship is related to modernism, which was 
discussed earlier, with its essence of self-criticism which eliminates any effect 
borrowed from any other art (Greenberg, 1982). As mentioned above, in the 
collaboration between Cunningham and Johns, each artist maintains the spirit 
of his own discipline, both working alongside each other. Richard Francis 
writes about it:
Well, they are in the same space and the same time and 
they’re not interfering with one another. In Zen this is called 
non-obstruction. But they interpenetrate; I can look at both at 
the same time and in me they become an experience which 
may not be the same as comes to someone else...It’s quite 
an amusing thing to look at those things and put them 
together. And you can’t say what their relationship is except 
by saying they are both here together.
1990, p. 7 /"
Both Cunningham and Johns combined the features of the other's art form 
with their own art. In Johns’ painting Dancers on a Plane (1980), the dancers' 
abstract figures cover the picture’s plane (plate 16). In Francis' words, "the act 
of dancing creates the ambiguity of the picture surface” (1990, p. 8), and that 
surface becomes the playing field for the dancers' activity. The central axis of 
the painting divides it into an image and its mirror. Johns also inscribed his 
and Cunningham’s names in stencil lettering, running from right to left at the 
base of the painting, beginning on the central axis. Thus, it becomes a 
“meditation of the painted image and the presence of the dancing figure in 
relation to the physical restrains of the depiction system” (Francis, 1990, p. 8). 
The artists work together publicly in the performances of the Cunningham 
Company, in which, as mentioned before, the elements of movement and 
design, among other elements, are connected not by story but “confront the 
fragmented and non-linear experience of the modern world” (Francis, 1990, p. 
8).
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Fluid boundaries
The opera Einstein on the Beach (1976) is a collaboration between Robert 
Wilson, Philip Glass and Lucinda Childs, combining song, drama, painting and 
dance, is Levinson’s (1984) example for fluid boundaries between the arts. 
The opera, unlike the synthetic relationship of Wagnerian operas, 
demonstrates boundaries that are frequently crossed, but, at the same time, 
each of the parts maintains its autonomous characteristics. This breakdown of 
boundaries between the different art forms which is manifested in this opera is 
also considered one of postmodernism’s characteristics. The initiative for the 
work was Wilson's, an artist and theatre director who uses the stage as a 
three-dimensional palette. Glass, in his “Notes on Einstein on the Beach” 
(1996), writes that he and Wilson made a prior agreement as to the general 
content of the opera. They worked directly from a series of paintings, which 
eventually formed the design of the opera. The three visual themes (Train, 
Trial, Field with Spaceship) of the opera were linked with its three musical 
themes. Childs, who choreographed the movement in the opera, was not only 
one of the lead performers but a collaborating choreographer (Banes, 1987). 
The many characters expressed in the dance were achieved through 
changing images, evoked by posture and arm gestures (Glass, 1996, p. 139). 
Childs tells of the challenge they faced, to “coexist in some mutually desirable 
fashion” (in Banes, 1987, p. 140). In this performance the various elements 
were combined together in a way that demands the spectator’s awareness to 
all these artistic components.
2.3 Re-presenting Past Recollections
Modernism and postmodernism, the two leading cultural forces of the 
twentieth century, are both reflected in Anderson’s dance. Her work is at the 
same time historical -  turn-of-the-century Viennese - and contemporary 
British, as indicated by its title, The Featherstonehaughs Draw on the Sketch 
Books of Egon Schiele. As a choreographer working within postmodern 
culture, whose art is concerned primarily with ideas and concepts, Anderson
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self-consciously engages in a dialogue with modernist aesthetics in this 
choreography. Andreas Huyssen points out in his essay “The Search for 
Tradition” that the “search for tradition combined with an attempt at 
recuperation seems more basic to postmodernism than innovation and 
breakthrough” (1986, p. 169). He argues that postmodern artists who turn to 
history and tradition illustrate a notion of continuity with the past, while also 
questioning the fundamental orientation of Western societies toward future 
growth and unlimited progress. This paradox also serves as a basic concept 
in Anderson’s dance. She is consciously engaged with the Austrian model of 
Expressionism, and at the same time confronts it; the result is a postmodernist 
attraction to and a rejection of the modernist autonomy of art.
The dance's double-coded form calls into question notions of 
Expressionism, individuality and expressivity, and ironically plays with 
representations within a temporal framework. The critic Herman Bahr 
emphasises in his article “Expressionism”, first published in Munich 1916, that 
the new art form is based on a changing mode of seeing, separating the outer 
from the inner, “halting on the boundary line between the two” (1982, p. 166). 
This separation, a consequence of the view that artists can only see an object 
as they behold it, think about it, or theorise it, emphasises that artists should 
‘re-find’ themselves in order to express themselves. The artist is no longer 
occupied in recording the outer world. Rather, as Oskar Kokoschka, the 
Austrian Expressionist painter and Schiele’s contemporary, illustrates, the 
artist must listen closely to the inner voice at “a level of consciousness at 
which we experience visions within ourselves” (1970, p. 170).
Postmodernism, as Jean-François Lyotard (1997) points out, is 
suspicious of metanarratives as a unifying force. Hal Foster elaborates that it 
signals
a move to break with an exhausted model of modernist art 
that focused on formal refinements to the neglect of historical 
determinations and social transformations alike.
1996, p. 205.
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Its cultural characteristics bring into focus the importance of context. In her 
dance, Anderson is historically aware of art in fin-de-siècle Vienna, where, 
from today’s point of view, Austrian Expressionism rebelled against old 
traditional f o r m s . I n  their time, Schiele’s works could be celebrated by the 
spectator as “an elevation of his mood” (Wagner, 1994, p. 79); however, they 
were also seen as an Intellectualisation of the aesthetic of expression. Within 
this context, Wagner (1994) notes, it was mostly intellectuals who appreciated 
Schiele’s work. Schiele’s art, while offering social protest and argumentation, 
also reflects individual perceptions of himself as an artist; in both these 
senses, it is identified and singled out in literature dealing with this period as 
representative of it. Therefore, when considering Schiele’s public success, 
which began in the late 1960s and reached its high point in the 1980s, it is still 
in doubt
whether our appreciation of these works today reflects the 
original intention of the artists, or whether received 
interpretations of them continue to separate us from the true 
nature of their art.
Wagner, 1994, p. 80.
The ambiguity and the play with the notion of time and space in 
Anderson’s dance draw the spectator’s awareness to the unstableness of old 
forms and to the new meanings Anderson ascribes to them. While drawing on 
materials from another period of time, Anderson, as discussed earlier, does 
not try to reproduce the ‘real’ thing, but rather the impression conceived of it in 
the present. Thus, the very notion of knowing the past is contested, and 
becomes a question of representation rather than its objective recording. This 
stresses the process of constructing and interpreting rather than objective 
recording, suggesting another tension related to the discourse of 
postmodernism. For example, Anderson refers to the waltz, the Austrian 
turning dance in swift 3/4 or 3/8 time, which was danced in Austria and 
Bavaria for centuries, gaining widespread popularity throughout the Viennese 
ballrooms. In “The Marionette" section, dancers perform active and passive 
roles in trios, in this manner critically depicting the male dancer’s active role of 
leading the passive female when performing the traditional waltz. Within the
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lighted neon-tube space, two dancers pull and push a passive partner along a 
diagonal path to the sound of rock music, as if he were a puppet. He leans 
back on one dancer while the other bends to the ground to guide his legs in 
walking. They roll him, pull and hold him up in a standing position as if he 
were a puppet. At one point, after rotating him in place, they let him fall 
backwards and catch him at the last minute, demonstrating his vulnerability 
and absolute dependence on them.
The complexity of form and pattern represents a model of 
Expressionism different from the picturesqueness of the structure and spaces 
of Schiele’s Expressionism. While Schiele’s Expressionism was a device 
justified by the desire for expression, in Anderson’s complex work it is part of 
the programme and structure of the whole, constructed of a series of 
differences. Deconstruction, a major force identified of poststructuralism, is a 
critical strategy that plays a key role in presenting this double coding. Philip 
Lewis argues in his article “The Post-Structuralist Condition” (1982) that 
deconstruction is a political or intellectual strategy as well as a mode of 
reading and interpretation. His definition of the term ‘deconstruction’ falls into 
three main categories: 1. Putting into practice a “reversa/ of the classical 
opposition and a general displacement of the system” (pp. 85-86), in order to 
intervene in the field of oppositions it criticises. 2. Working through the 
structural genealogy of a discourse’s concepts. 3. Showing how a discourse 
undermines the philosophy it asserts, or the hierarchical oppositions on which 
it relies, by identifying in the text the operations that produce the supposed 
ground of argument. As the previous example demonstrates, both the 
choreography and the music -  contemporary music that changes into Johan 
Strauss’ Blue Danube, which is deconstructed into music-box music -  
challenge the charged notion of the waltz. The duality within the dance 
depends on and at the same time criticises the social and cultural dimensions 
of a distant epoch. This is one of the various devices used by Anderson’s 
dance to undermine the very codes on which it relies, in accordance with 
Jonathan Culler’s description of deconstructive practice in his book On 
Deconstruction (1983).
If in modernism there was an attempt to reach the essential qualities of 
the object, in postmodernism the artist only adds to cultural texts, reproduces,
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copies and duplicates images of the represented world. Because the original 
creator is not perceived as the ‘owneri of his/her creation, the focus moves to 
the one who ‘reads’ the resulting network of texts. Barthes defines a text as
made of multiple writings, drawn from many cultures and 
entering into mutual relations of dialogue, parody, 
contestation, but there is one place where this multiplicity is 
focused and that place is the reader.
1977, p. 148.
Pastiche, a device that reflects that idea, is another postmodern device used 
by Anderson in order to express her reaction against the established forms of 
modernism. The popular music of the many waltzes and marches danced in 
turn-of-the-century Vienna -  one of the city’s symbolic elements that 
“fabricated a fantasy concept of itself as a realm of laughter and light” (Comini, 
1978, p. 3) -  is appropriated in the dance to represent Schiele’s 
Expressionism, which is also represented by copying the exact movements 
and gestures drawn by him Into the dance. Pastiche, according to Jameson 
(1988), is one of the ways in which postmodernism expresses the inner truth 
of the newly emergent social order of late capitalism and its technology, which 
parallels the changes in the development of art. As mentioned above, 
pastiche, or blank parody, imitates a peculiar or unique style, but unlike 
parody it is a neutral practice of mimicry.^® It appears when the modernist 
linguistic norm is fragmented into groups and there is stylistic diversity and 
heterogeneity (Jameson, 1988). Jameson argues that
in a world in which stylistic innovation is no longer possible, all 
that is left is to imitate dead styles, to speak through the 
masks and with the voices of the styles in the imaginary 
museum.
1988, p. 18.
Pastiche does not reinvent a picture of the past in its lived totality; rather, it 
reinvents the feel and shape of characteristic art objects of an earlier period. 
In Anderson’s dance, the notion of ‘copy’, which is discussed at length in
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section 6.1, “Re-Playing with Schiele”, seeks to reawaken a sense of the past 
associated with those objects; however, that past remains out of our reach.
Another characteristic of postmodernism which is evident in Anderson’s 
dance is the “erosion”, as Jameson declares, “of the older distinction between 
high culture and so-called mass or popular culture” (1988, p. 14); a 
democracy of art as opposed to the elitism of modernism is portrayed in the 
dance. This practice is also a consequence of the thesis of the “death of the 
author”, which breaks the distinction between high and low, and replaces it 
with a democratic concept of art. In abolishing the authority of the images -  
the objects of art -  it opens art up to a wider audience; the birth of the reader 
must be at the cost of the death of the Author. This approach sets up a 
challenge to the artist who wishes to communicate with the audience while 
taking into account its experiences in all spheres - social, political and artistic.
Conclusions
Examining the hybrid dimensions between dance and painting unfolds a scale 
with a clear distribution. On this scale, the transformational hybrid is the most 
diverse category. It includes relationships within which dance modifies 
paintings, as well as those within which painting modifies art. Closer to mid­
scale are the symmetrical and juxtapositional hybrids, in which the relationship 
between the arts is more intense. Of these two hybrid forms, the first is closer 
to the transformational than to the juxtapositional hybrid. The various 
characterisations of the hybrids discussed are presented as a range of 
modernist constructions, and the examples given, both in term of writers and 
the artists involved, are all of works made within the framework of modernism 
-  whether modern (transformational hybrid), modernist avant-garde (the 
symmetrical hybrid), or high modernism (the second instance of 
juxtapositional hybrid). In this respect they all differ radically from the case of 
‘fluid boundaries’ as exemplified by the opera Einstein on the Beach (1976) or 
Anderson’s dance, demonstrating the vast difference between a work of art 
created within postmodern culture from anything that has gone before.
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The juxtaposition of two historically autonomous arts, dance and painting, 
is the most striking feature in Anderson’s dance. Her appropriation of 
Schiele’s art emphasises the idea that Schiele’s images are not present in the 
dance as pictures on the wall, but rather are incorporated into it as an artistic 
strategy; she is not documenting past events or characters, but their 
representations in culture. This process, it is argued, is a critical challenge to 
authorship, to the characterisation of works of art as unique and original and 
will be discussed at length in chapter 7, “History/Herstory; Drawing the Past 
into the Present” .
The boundaries between the present and the past remain, however, even 
if they are challenged. The realisation of the past through the present creates 
tension between the absence of the past and the present's presence. Thus, 
the process of transforming actual events of the past into images illustrates 
the discontinuity between experiencing and knowledge, stressing the process 
of construction and interpretation.
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Notes
 ^ For a discussion on the process of abstraction in reiation to space, which 
according to Greenberg (1982) constitutes the locus of Modernism in the 
visual arts, see section 4.1, “Into the Void”.
 ^ For a discussion of representation in relation to postmodern culture and the 
dance see section 6.2 “Feeling Expressed on the Outside of the Body”.
 ^ The dance was performed by The Royal Ballet in celebration of Dame 
Ninette de Valois’ 100 *^ birthday.
 ^Benton argues that in “aesthetic reading” the reader is engaged with literary 
texts, and in “efferent reading” the reader is engaged with informational texts.
 ^This series is on display at the Sir John Soane’s Museum, London.
® This ballet in one act was made to music by Marcel Landowsky and décor by 
Nicolaas Wijnberg with the young Nederlands Dans Theater, the first 
European Dance Company to combine classical and modern dance 
techniques.
 ^The music for the dance is by David Behrman, and Charles Atlas made the 
movie.
® Gesamtkunstwerk and synesthesia are two expressionist strategy 
exemplaries of a modernist attempt to synthesise the arts. The first is a 
German term that means a ‘total’ work of art’, is an idea first associated first 
with late nineteenth-century “music-dramas” by Richard Wagner, which refers 
to a complete integration of arts into a spectacle grander than the sum of its 
parts.
 ^ Some of the costumes were presented at the exhibition Addressing the 
Century, 100 Years of Art & Fashion at the Hayward Gallery, London, October 
1998 -  January 1999.
A retrospective exhibition of Isabel Lambert Rawsthorne was presented at 
The October Gallery, London, January-February 1998. She created the sets 
for the ballet Tiresias (1951), the opera Elektra (1953), and the ballets Blood 
Wedding (1953), Madame Chrysanthème (1955) and Jabez and the Devils 
(1961).
11 Galerie Dada was opened on March 1917 and closed eleven weeks later.
Primitive masks, combined with movement and sound, were the focus for 
change and the creation of a new order for both performers and audience. 
This was influenced by artists like Henri Matisse, André Derain and Pablo
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Picasso, who between the years 1906-1908 used forms derived from African 
and Oceanic masks and figure sculptures.
Bullock et al (1988) regard the ballet Parade (1917) as one of the best- 
known Gesamtkunstwerk of the early twentieth-century. The ballet brought 
together the talents of the artist Pablo Picasso, the composer Erik Satie, the 
choreographer Leonid Massine and the libretto by Jean Cocteau.
The exhibition Dancers on a Plane: John Cage, Merce Cunningham, Jasper 
Johns was held at the Anthony d’Offay Gallery, London, in October- 
December 1989.
See chapter 3, “Egon Schiele, the Artist as a Voyeur” for a discussion on 
the emergence of Viennese Expressionism and the manifestation of Schiele’s 
art, a product of this artistic and cultural era.
See chapter 1.3.1, “Modes of Representations”, for a demonstration of 
Anderson’s manipulation of parody and pastiche within her works.
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Chapter 3 
Egon Schiele, the Artist as a Voyeur
When Lea Anderson borrows from the art of Egon Schiele, the Expressionist 
painter, she wants it understood that she is questioning and challenging his 
unique notion of art, as well as more general principles of 
Modernism/Expressionism -  originality and expression. The emergence of 
Viennese Expressionism at the beginning of the twentieth century is examined 
in the first section of this chapter, “Expressionism in the ‘City of Dreams’”, as 
the occurrences and developments in the Viennese art scene at the time 
influenced the young artist, Egon Schiele. The manifestations of Schiele’s art, 
a product of this artistic and cultural era, which are borrowed and applied in 
Anderson’s dance -  the notions of line, colour, space and movement- are 
examined in the section, “Like the Chant of a Bird”. Schiele’s preoccupation 
with the psyche and with sexuality is manifested in his overtly erotic and 
explicit sexual drawings, and it is viewed in light of the theories of sexuality 
formulated by his contemporary, the psychoanalyst Sigmund Freud.
3.1 Expressionism in the ‘City of Dreams’^
It was in April 1897 that a group of young artists and designers, inspired by 
late nineteenth-century British Arts and Crafts movement, founded the 
Secession. Headed by Gustav Klimt (1862-1918), the Secession was 
organised with the intention of bringing to Vienna the advancing 
developments of art abroad, widening Viennese interest in modern art, and 
inducing a heightened concern for art in official circles (Kallir, 1981). The 
Secession’s importance according to Otto Benesch (1973), a scholar of 
history of art (1890-1964) who studied at the University of Vienna at the 
beginning of the twentieth century, is to be found more in its outcome. 
Expressionism, than in its own achievements. Yet, as the art historian Peter
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Vergo observes in his book Art in Vienna, 1898 - 1918 (1993) the strength of 
Secession lies in its lack of any programme, manifested in its bringing 
together of ‘Impressionists’ and ‘Naturalists’, ‘Modernists’ and ‘Stylists’, as well 
as designers, graphic artists and typographers, even architects. Another 
significance rests in the exposure of Viennese artists and their influence on 
prominent artists outside Vienna. Almut Krape-Weiler argues that what 
Vincent van Gogh communicated to the Austrian artists in the many 
exhibitions of the Secession in which his works were shown, was his 
perception of the “essence of the essential oneness of life and art” (1994, p. 
31).^ Benesch (1973) claims that Klimt took a turn towards Expressionism in 
his mature work. The great Expressionist innovators in Vienna were 
considered to be Richard GerstI (1883-1908), Oscar Kokoschka (1886-1980) 
and Schiele. However, there were many others, such as Ludwig Heinrich 
Jungnickel (1881-1965), Oskar Laske (1874-1951) and Alfred Kubin (1887- 
1959), to name a few (Benesch, 1973; Kallir, 1981).
What is known as ‘Secession’ in Austria (and the International Art 
Nouveau and Jugendstil in Germany) was founded when the executive 
committee of the Künstierhaus (a society of architects, artists and sculptors, 
founded in 1861) voted to censure the group headed by Klimt.^ “To every age 
its art, to art its freedom” - the words of the Austrian writer and critic of that 
period Ludwig Hevesi - became the Secession’s motto, placed over their 
exhibition hall entrance. Hevesi, a great supporter of modem art, saw the 
Secession as leading a reaction against the prevalent naturalism of academic 
painting (in Vergo, 1993). Thus, many painters, architects, sculptors and 
decorators who were discontented with the conservative stance of the Vienna 
Academy and Künstier Wiens (a private exhibition society founded in 1861) 
became associated with the new Secession movement. Among them, aside 
from Gustav Klimt,"  ^ were the artists Koloman Moser, Alfred Roller, Otto 
Wagner, Joseph Maria Olbrich, Josef Hoffmann, Anton Hanak, Alfred Kubin, 
Kokoschka and Schiele (Royal Academy of Art Catalogue, 1971). During the 
first general meeting of the society, held in 21 June 1897, the idea of a 
magazine was also raised, and in 1898 the first issue of Ver Sacrum (Sacred 
Spring) appeared (Powell, 1974).^
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The first exhibition of the Secession, in March 1898, was of non- 
Viennese symbolist artists such as Max Klinger, Fernand Khnopff and Jan 
Toorop, as well as artists active in the arts and craft movements abroad. 
Works of French artists such as Auguste Rodin, Pierre Auguste Renoir, 
Camille Pissarro, and Paul Signac were also shown. The success of the first 
exhibition surprised even its organisers (Vergo, 1993). Some 57,000 visitors 
saw the show, and Ver Sacrum announced the sale of 218 works displayed. 
The critics were also, for the most part, favourable to the new association, as 
illustrated in Herman Bahr’s words: "an exhibition in which there is not a single 
bad picture” (in Vergo, 1993, p. 31).® The artistic, social and financial 
‘achievements’ of this exhibition and of those that followed are a manifestation 
of what the American Critic Clement Greenberg (1986) argues is the most 
important function of the avant-garde -  to keep the culture moving. Avant- 
garde artists, who regard themselves as cut off from the establishment, 
remain, paradoxically, attached to it by an “umbilical cord of gold”. Thus, the 
financial success of the first exhibition enabled the association to begin 
constructing their permanent exhibition home (Vergo, 1993).
From the fifth exhibition onwards, the exhibitions were one-man shows 
or devoted to a particular theme. Drawings and graphics by French artists, 
including Eugène Carrière, Renoir, Pissarro, Felix Vallotton, and Pierre Puvis 
de Chavannes were largely presented in the fifth show. An outbreak of 
scandal signaled the seventh show, in March 1900, with the début of Klimt’s 
Philosophy, which was supposed to be hung at the Vienna University. The 
work was criticised both by the public and the press, as were his other 
paintings. Medicine and Jurisprudence, shown later (Schorske, 1980; Vergo, 
1993). Apart from the scandals occasioned with Klimt’s works, the years 
1900-02 were remarkable for the participation of many of the major figures of 
European avant-garde. The climax of the eighth exhibition in 1900 arranged 
by Moser and Hoffmann, as Wilhelm Mrazek writes in the catalogue of the 
Viennese Secession exhibition, is in its devotion to the applied arts (Royal 
Academy of Arts, 1970). Through it, the Viennese became acquainted with the 
work of Henry van de Velde and the artists of the Glasgow School -  Charles 
Rennie Mackintosh and his wife Margaret Macdonald, and Charles Robert 
Ashbee (Vergo, 1993, p. 62).
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Powell (1974) claims that the fourteenth and the sixteenth exhibitions 
were the two most significant ones. Held in 1902, the first of them centred 
upon Beethoven and contained Max Klinger’s monumental sculpture Seated 
Beethoven, a multi-coloured marble sculpture, surrounded by Klimt’s 
Beethoven frieze (Vergo, 1993). The second. The Development of 
Impressionism in Painting and Sculpture’, held in 1903, was important, 
according to Powell, for its “first massive break-through of Impressionism and 
Post-impressionism outside Paris” (Royal Academy of Arts, 1970). Renoir, 
Eduard Manet, Paul Cézanne, Edgar Degas, Medardo Rosso, Rodin, Claude 
Monet and van Gogh were among the artists who presented their works in 
that exhibition. A major survey of Impressionism was mounted in 1903, tracing 
“its roots to the contributions of Velazquez and Goya, as well as including 
more advanced painters such as Gauguin and van Gogh” (Kallir, 1981, p. 23). 
The seventeenth exhibition, held in the spring of 1903, was a summary of 
Secessionist work. In it, Klimt showed four paintings done for the faculty of the 
University of Vienna, which were lost in WW2.
The importance given to applied arts within the Secession and later in 
the Wiener Werkstatte, a workshop of arts and crafts founded in June 1903 by 
the Secessionists Josef Hoffmann and Koloman Moser, reveals the changing 
attitudes on the part of European modernist avant-garde towards the question 
of the relationship between art and design (Vergo, 1993). Kallir (1981) argues 
that the presence of these craft-oriented artists in the Secession did not sit 
well with many members, who favoured traditional easel painting. Robert 
Waissenberger indicates further, in the Viennese Secession exhibition 
catalogue (Royal Academy of Arts, 1971), that these fundamentally different 
conceptions of paintings were the cause of the departure of the Klimtgruppe 
(Klimt’s Group) in 1905. Of the two groups, one leaned toward symbolism and 
aesthetic refinement in the manner of JungendstH, of which Gustav Klimt was 
the greatest artist; the other was related to the Impressionists and based its 
work on principles developed from the study of French painting, with Josef 
Engelhart as its prominent painter.
The developments in the art scene in Vienna, together with Klimt’s 
appreciation of Schiele’s art, had their influence on the young artist. The year 
1907, in which Klimt exhibited together his three controversial mural paintings
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for the University of Vienna, Philosophy, Medicine and Jurisprudence at the 
Galerie Miethke in Vienna, was also the year Schiele became aware of him for 
the first time. Thus began at first a discipleship, then a friendship that 
continued until Klimt’s death in 1918. In 1909, Schiele, his brother-in-law 
Anton Peschka and Anton Faistauer -  a group of Academy students from 
Griepenkerl’s drawing class -  drew up a thirteen-point demand in a critique of 
the academy’s teaching methods so drastic that they had no other choice but 
to resign. This group, the Viennese Expressionists, Comini argues, formed a 
Neukunstgruppe (New Art Group), which
took upon itself the bold task of penetrating the symbol-laden 
veils of Klimt’s sumptuous facades to expose a frightening 
and provocative phenomenon lying just beneath.
1978, p. 9.
The first exhibition of the group was held at the Gallery Pisko in Vienna in 
December 1909. It was accompanied by a manifesto written by Schiele, which 
was published later in 1914 in the left-wing Berlin periodical Die Aktion, under 
the title “Art and the New Artist” (Wilson, 1993, p. 16).
The year 1909 is marked also by Schiele establishing a connection with 
the Wiener Werkstatte, one of the most important organisations which at that 
time was carrying out all over Europe a revolution in the arts of design parallel 
to that which was taking place in the fine arts. Wilson (1993) argues that 
although Schiele received minor commissions from that organisation, this 
connection meant that he was in close contact with both wings of the Vienna 
avant-garde. Further important events, after the split of the Secession, were 
the two Kunstschau exhibitions of 1908 and 1909 in Vienna, in which Klimt’s 
group exhibited. These shows were public demonstrations of the new artistic 
trend, and the stage on which Schiele’s representations appeared for the first 
time (Benesch, 1973; Powell, 1974). The second exhibition, in 1909, was 
international and included a collection of the works of van Gogh, Munch, 
Gauguin and Matisse. Comini (1978) argues that there was much to see and 
study, and Schiele was quick to absorb features from the work of foreign 
artists he saw. At that exhibition the young Schiele, whom nobody had
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suspected of being more than a skilful imitator of Klimt, showed his first 
independent works.
The departure of Klimfs group eventually made the Secession lose its 
sparkle. When Klimt and his co-revolutionaries left, the “heroic years” (1898- 
1905) of the “gilded cabbage”, as the house came to be called by the 
Viennese on account of its cabbage-like cupola, were gone (Royal Academy 
of Arts, 1971). Although in the following years the Secession presented the 
work of important painters and sculptors, the years after 1905 were a period of 
reduced strength for the association. The enthusiasm of the Secessionists 
was regained again only in 1918, at the end of the WW1, in the forty-ninth 
exhibition for which Schiele did a poster of himself sitting at a table with other 
artists, and in which he sold twenty of his works (Powell, 1974).
3.2 Like the Chant of a Bird
Benesch (1973) suggests that from a historical point of view, Klimfs era was 
one of transition, and one of the artists to realise its fulfilment was Egon 
Schiele. Bom on June 12, 1890 in Tulin, a small old town with Romanesque 
and Baroque remains, west of Vienna on the Danube river, Schiele gained 
entrance to the Academy of Fine Arts in Vienna at the age of sixteen (for 
Schiele’s biographical chronology see appendix 4). His passion for creative 
work induced his parents to send him to the Academy, where he spent the 
years 1906 to 1908 under the guidance of Christian Griepenkerl. Their rather 
stormy relationship ended in 1908, when Schiele left the Academy and 
established himself as an independent artist. Benesch, whose father, 
Heinrich, was one of Schiele’s closest friends and later introduced Schiele in 
his writings to the international public, maintains that at the age of twenty 
Schiele found his own artistic idiom, his individual manifestation. According to 
him.
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already In the works of the boy completed in 1907 appeared 
the evidence that he belonged to a generation standing in 
violent opposition to contemporary academic teaching.
1973, p. 190.
Schiele died of Spanish influenza at the age of twenty-eight, in 1918, a few 
days before the end of the First World War. This epidemic, which raged 
across the Continent and killed many people after the war, killed also his 
pregnant wife, Edith Harms, and his ‘spiritual father’, Gustav Klimt (Benesch, 
1973). In the same year, at the beginning of 1918, Schiele had a one-man 
show at the Secession hall, making it apparent that he was now the dominant 
figure among Vienna’s artists, since Kokoschka had already left for Germany.
In his book Egon Schiele (1993), Simon Wilson discusses Schiele’s 
importance and his contribution to the development of Expressionism. He 
writes that Schiele
achieves a perfect synthesis and balance between the 
modernist demand for abstraction -  for an autonomous art 
independent of appearances -  and the powerful European 
‘Renaissance’ tradition in which man is represented 
naturalistically and themes are expressed through narrative, 
symbol and allegory.
1993, p. 7.
Schiele’s fascination with the complex relationships between inner experience 
and its external manifestations is illustrated in his own words, in a letter written 
in 1912: “I paint the light that comes from every body” (Nebehay, 1989, pp. 
102-103).
The first hints of Schiele’s future work became apparent after the 
second Kunstschau exhibition, in which he started to work on a life-size 
portrait of his younger sister Gerti Schiele (1909, plate 17). Distinct from 
Klimt’s art, Schiele’s subject is isolated in the centre of the visual void, a 
device that intensifies the human silhouette. The low-key colours of the 
portrait reinforce the withdrawn sitter, her eyes closed and turning away from 
the spectator. The formula of a compositional and psychic void was part of
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what Comini (1978) regards as ‘new realism’ created of subjective ‘truth’, 
which was the exploratory tool of Viennese Expressionist portraiture.
“Like a chant of a bird” is the expression used by Benesch to describe 
Schiele’s “miraculous gift of graphic representation” (1973, p. 192), and the 
“playful ease” with which he handled a pencil (always graphite [plumbago] or 
black chalk). Schiele’s talent for the compositional organisation of a graphic 
surface, evident in his first works, endowed him with the power of realising 
“abstract architectonic and decorative invention” (Benesch, 1973, p. 191). 
Already in 1909, Schiele’s fascination with the abstract is manifested in his 
favourite picture shapes -  the square and the slender oblong. At the time, the 
Wiener Werkstatte tried to arouse Schiele’s interest in the task of creating new 
conventions for a modern culture of life, evoked by his strong “architectonic 
coercion”, which seem to predestine this art as part of an “architectonic whole” 
(Benesch, 1973). Schiele, nonetheless, did not choose to go this way.
His works from this era, which shocked society, contain symbolic 
figures and compositions. Benesch (1973) argues that the symbolic forces of 
life and death, inhabited by variations on Schiele’s own image, are like prose 
figures drawn by Franz Kafka or Julian Green. At the time, the form and 
structure was reminiscent of Gothic painting, and their contents relate them to 
the realm of Edvard Munch. As early as 1909, what strikes the spectator in 
Schiele’s paintings and drawings is a strong effect of reality created in a world 
in which there is “neither an above nor a below, neither a here nor a there” 
(Benesch, 1973, p. 191). In City on the Blue River I {Dead City I, plate 18) of 
1910, Krumau, in which Schiele’s ancestors once lived and his father had 
attempted an unsuccessful suicide, is depicted by him as an abstract 
structure. The two-dimensional perspective is constructed of flattened 
distances and the forms are portrayed by brush work. The tight geometric 
structure of the unbroken continuum of shapes, which is created by linking 
together the townscape, walls, streets, river, and sky, stands in opposition to 
the wide-open voids of Schiele’s figure pieces (Wilson, 1993).
The depiction of the body for Schiele, Patrick Werkner suggests in his 
essay “Body Language, Form and Idea in Austrian Expressionist Painting” 
(1989), is his means of expression, especially in his early paintings, which 
“live by gesture”; experience encompassed the whole range of formal
105
possibilities. Line, colour and space were subordinate to the psychological 
exploration of the subject. Werkner describes Schiele’s fascination with the 
figure as a vehicle for expression:
The outline of a nude delineates the drama of human life; the 
surface of a naked body in a watercolour becomes a psychic 
landscape.
1989, p. 35.
The body, in its overall form as well as in detail, becomes the means of formal 
creation. However, although hands and face, in particular, are “elements in a 
stylised body language” (Werkner, 1989, p. 36), it is not possible to extract a 
canon of symbols which could be used to interpret Schiele’s paintings.^
The emergence of Schiele’s unique Expressionist idiom can be seen 
already in his first major artistic statement, in 1910. Of his five large nudes, 
two female and three male, only one survived -  Seated Female with Raised 
Right Arm (1910, plate 19). His second painting of Gerti Schiele (known only 
from an installation, Wilson, 1994) is a watercolour study in which Schiele 
eliminates Klimt’s decorative backgrounds. Like Nude Girl with Folded Arms 
(1910), the artist’s sister is depicted “left alone to confront her or his most 
intimate fears and desires” (Wilson, 1994, p. 52).
Shortly before his death, Schiele painted his friend in Portrait o f the 
Painter Paris von Gütersioh (1918, plate 20), who published in 1915 the first 
major essay about Schiele’s art. Of that work Peter Selz writes: "everything -  
line, colour, space -  is now subordinated to the psychological exploration of 
the subject” (1960, p, 39). Fischer writes about the same work:
Schiele has created his electric effect not only through the 
pose of the sitter but also by means of the flickering tongues 
of fire in his brushwork.
1994, p. 143.
Schiele, who had been chiefly a draftsman until this time, has now created a 
“loose, sensuous surface”, argues Selz (1960). Kallir (1994), who holds the 
same opinion, adds that although the line is still visible, a network of
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expressive brushstrokes overshadows it. The direct gaze of the early portraits, 
largely absent in Schiele’s paintings since 1915, returns here, she further 
comments. According to her, “an all embracing painterly fabric out of which 
the sitter organically emerges” replaces the customary background void, 
which, along with the painter and his trembling fingers, creates the self- 
contained world of the painting (Kallir, 1994, p. 179). This painting, as these 
critics suggest, may have been another new departure in Schiele’s art, a new 
direction into which he might have continued working.
3.2.1 A Draughtsman
Schiele’s new art was based on his drawing talent, his ability to characterise a 
figure in few strokes. Lea Anderson’s attraction to Schiele’s art is for his “little 
drawings of figures in proscenium-like boxes -  [that] strongly suggested 
choreography” (Mutera, 1998), which she transforms from page to stage. His 
continuous drawing accentuates that line, not colour, was the distinctive basis 
of his Expressionism (Comini, 1990). Selz (1960) regards Schiele’s emphasis 
on the evocative quality of the line as derived from Klimt. Yet, unlike Klimt’s 
subtle and languid line, Schiele’s contour is hard, brittle and angular. Werkner, 
who compares Schiele's pictorial structure to those of Kokoschka and GerstI, 
suggests that Schiele’s “tends to be a matter of drawing” and is markedly less 
painterly in conception (1989, p. 35). He further discusses the emergence of 
the outline and of the gesture and configuration within that outline, claiming 
that it is these, not the space or the texture of the painting, which lend life to 
the figures.
The watercolour Seated Male Nude, Back View (1910, plate 21) is part 
of a series of thirty works, connected, through its obvious characteristic style, 
with three large canvases that Schiele painted that same year. Kallir (1994) 
considers these watercolours to be part of a process of self-exploration, and 
suggests that, although the great majority of them are faceless, Schiele 
himself modeled for them. Lacking recognisable facial features is what gives 
these works their powerful impact of pose and gesture. Benesch argues that 
in this watercolour, as well as in his other works from that period, Schiele 
worked with hints and suggestions, treating drawing as the “art of omitting”:
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One straight vertical indicates the outline of the breast, a 
slanting one the outline of the shoulder...Very admirable is 
this scanty linear pattern in its suggestion of fully rounded 
form in space.
1973, p. 193.
Albert Elsen, in “Drawing and a New Sexual Intimacy: Rodin and Schiele" 
(1994), suggests that Schiele was aware of Rodin’s art, shown on several 
occasions in Vienna in the first decade of the twentieth century. It is therefore 
possible that Schiele learned from him the idea of continuous drawing, which 
consisted of work from direct observation of the model and a “shift to a more 
incisive contour drawing that evoked volume with little or no shading” (Elsen, 
1994, p. 13).
The change in Schiele’s art, departing from Klimt’s Secessionist style, 
is evident in the entire body, which demands new portrayal in order to reveal 
its inner feelings and psyche. The physical vibrancy of the angular boyish 
body created by the outlines reveals Schiele’s perfection as a draughtsman. 
The slender young body sits with back to the spectator, the body contracted 
and the torso tilting forward, thus making the backbones visible. At the same 
time, the shoulder section tilts to the right, toward the right arm with its raised 
elbow, which touches the ground. This structure is heightened by the 
elimination of any support, making “the figures appear to levitate in a 
physically impossible position” (Kallir, 1994, p. 72). Although naked, the figure 
manifests a perpetual tension, and there is nothing erotic about it. Benesch 
(1973) remarks that Schiele’s many self-portraits, with all their intensified and 
exaggerated postures (no artist after Rembrandt painted himself so frequently 
as did Schiele), are, nonetheless, anatomically correct. Comini (1990) 
suggests that while this nudity might be both exhibitionism and exposure, it is 
apparent that Schiele is concerned not with naturalistic physical likeness, but 
rather with the inner feelings and sensations that are registered upon it.
Another change becomes dominant and visible in 1913, following the 
artist’s preoccupation with geometrical definition, which can be seen in his 
drawings of 1911 and 1912. Self-Portrait, Bust (plate 22), which was made 
toward the end of 1912, portrays anger and defiance along with alienation. 
The bolder line, the softer, darker pencil and the drier, somewhat denser paint
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are changes that persist in 1913. Benesch (1973) describes Schiele as 
drawing an outline twice before he finds the final one, and indicates that as a 
draughtsman he despised the use of an eraser. The strokes he makes around 
the eyes and lips are immensely tender lines, which contribute to the 
expression of the face. This indicates his new approach to abstraction, “not of 
decorative pattern on the surface, but of plastic concentration in space" 
(Benesch, 1973, p. 201).
3.2.2 Exaggerated Use of Colour
Another expressive option employed in Schiele’s art is the use of colour, 
although he made it clear through an enhancement of forms. Anderson refers 
to Schiele’s expressive use of colour, as discussed later, when she uses 
patterns on the dancers’ costumes that resemble the swift strokes of a 
paintbrush. Benesch (1973) argues that Schiele always made the tinting with 
watercolours afterwards, from memory, remarking that he
expresses the soft glow of the cheek and of the ear where the 
blood shines through, the blue shadows over the bony parts, 
the olive hue of the surfaces of the skin.
1973, p. 194.
Colour in Schiele’s work becomes symbolic, argues Benesch (1973). 
Nonetheless, the expressive exaggeration of colour is kept naturally coherent. 
In Seated Nude Girl with Arms Raised Over Head, of 1911 (plate 23), 
Schiele’s use of colour is economical but effective, and the contrast of the 
complementary blue and yellow is deployed particularly well. The composition 
serves to draw attention primarily to the genitals, with the figure’s splayed legs 
and the careful use of a yellow cloth background, which highlights her in 
sexual terms. The girl’s black hair, held in her hands, and her colourful 
stockings, are as crucial to the vitality of the presentation as the red of the 
mouth and the nipples. Benesch (1973) points out that in 1910, colour in 
Schiele’s drawings followed line and filled the spaces it bounded. In this 
drawing, however, colour serves mainly plastic purposes.
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Schiele’s new abstract approach illustrates his struggle to get away 
from the individualistic to the typical, Benesch (1973) argues. Comini (1986) 
observes that the works’ photographic immediacy was provided through 
Schiele’s ability to reduce the plethora of visual data to graphic shorthand, a 
tendency illustrated in Blond Girl in Green Stocking, of 1914 (plate 24). As 
part of a series of nude studies, this work illustrates the increasing 
géométrisation of the human figure, as in it the “body has become a system of 
intersecting curved surfaces and three-dimensional units such as cones, 
spheres, or cylinders’’ (Benesch, 1973, p. 201). The various units are 
distinguished from one another by the clear definition of outlines. In this 
drawing, colour, which assumes the same abstract expression, is limited to 
five hues. In Benesch’s words,
yellow, red, and green are interwoven in the nude skin. The 
hair repeats the yellow, the stocking the green. Lilac and blue 
occur in the bodice and the same blue is repeated in the eyes.
1973, p. 201.
Furthermore, colour, not shading, is used to emphasise the sculptural effect of 
the figure by articulation. The composition is seen from above -  a technique 
favoured by Schiele (as elaborated in the following section), which increases 
the illusion that the figure is leaning out of space towards the spectator 
(Benesch, 1973).
3.2.3 A Bird’s-eye View
Schiele’s practice was to detach a single subject, a landscape or a nude 
model, and concentrate upon its plastic and spatial importance (Benesch, 
1973). As mentioned above, he distanced the human being from the world 
around her or him through an emphasis on line and plane. Fischer (1994) 
argues that this was achieved by giving no indication of light and shadow, the 
time of day or the quality of the air -  thus, the inner motive was enhanced. 
Comini (1978) associates Schiele’s concentration on the subject against an 
empty background with Anton Romako’s (1832-1889) painting Admirai
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Tegetthoffin the Sea Battle at Lissa (c. 1880). Romako’s painting, she argues, 
forecasted the Expressionist voids of GerstI, Kokoschka, and Schiele.
Another aspect of Schiele’s painting is his viewpoint, which is, in some 
of his works, a bird’s-eye view. From an academic point of view, a close-up 
and overhead view of a model makes the body seem contracted and 
distorted. Schiele’s thinking about what constituted the beautiful and the ugly 
in drawing is opposed to academic views (Elsen, 1994). Fischer (1994) relates 
that when working in the studio, Schiele used a ladder in order to obtain his 
desired angle for viewing his model. For his townscape paintings, Schiele took 
up a vantage point on the hill, from which he could look down from above and 
seize hold of the entire world below. In doing so, Schiele abandons the 
conventional rules of perspective that have been used since the Renaissance 
to establish the artificial illusion of space (Fischer, 1994). Elsen (1994) argues 
that Schiele, like Rodin, painted or drew the motif in isolation, a practice that 
enabled him to depict the model in one orientation, but then change it when 
he signed the work, positioning the figure upright.
In Two Reclining Figures (1912, plate 25) the view of the two nudes is 
taken from two conflicting perspectives, resulting in implications for both form 
and content (Fischer, 1994). The woman with the orange hair is seen from the 
side, her head in three-quarter profile, while the other woman is seen from 
above and behind, allowing us to see her hair. The two figures share one rug, 
on which one is kneeling while the other lies on it with bent legs. These 
conflicting perspectives influence the balance of the composition. The 
kneeling nude occupies the uppermost third of the picture, while the other, 
reclining across the remaining part, seems to be slipping down towards us. 
Fischer (1994) suggests that, possibly, only one model was viewed from two 
different angles and positions.
3.2.4 Movement and Gesture
The human body as an expressive vehicle is linked both to visual arts and 
dance. In her dance, Anderson combines her own gestures and movements 
with the expressive gestures and poses of Schiele’s images, as analysed in 
detail in Part Two of the thesis. Another kinship between the art forms is found
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in Werkner’s (1989) account, noting that Schiele’s fascination with movement 
can be traced to the dance of Ruth St. Denis, whose appearances in Vienna 
were described by the critic Ludwig Hevesi (in Werkner, 1989, note 11). 
Werkner talks about one myth-laden account of a meeting between Schiele 
and St. Denis, after which she became his ultimate measure of physical 
suppleness. When Arthur Roessler, one of Schiele’s patrons who later 
became his first biographer and memoirist (Kallir, 1994), showed the artist his 
collection of Javanese shadow puppets, he commented that they were even 
better than St. Denis’s dancing (Werkner, 1989). Another artist fascinated with 
the expressive potential of the body was Erwin Osen -  a mime and actor, and 
a former scene-painter who was close to Schiele. Osen performed his mime 
acts with a female partner, the dancer Moa, who was depicted by Schiele in 
several drawings. Furthermore, according to Comini, Schiele’s combined real- 
life images -  a number of extravagant photographs of himself with his painted 
likeness -  were soon employed by the avant-garde of modern dance, in the 
performances of Mary Wigman and Harald Kreutzberg (1978).
Elsen (1994) suggests that Schiele transformed himself into a ‘New 
Artist’ when he left behind drawing according to academic tradition, with its 
norms of correctness based on actual observation of the model. As mentioned 
above, one of Schiele’s techniques was continuous drawing, which allowed 
him to “capture quickly the basic and often fugitive impulsive gestures of not 
just a single figure but also a couple (that might include himself) in movement” 
(Elsen, 1994, p. 14). The untraditional poses of Schiele’s models, which 
ranged from maximal compactness to maximal extension, opened to him new 
possibilities of figure design (Elsen, 1994). The notion that any part of the 
figure’s body, be it the back or the female front, could be made as expressive, 
complemented the democratic attitude towards the human body enabled by 
the closeness of Schiele’s subjects to him in his personal life -  all these 
elements contributing to the change that classical notions of figure ‘beauty’ 
underwent in Schiele’s art.
Selz (1960) and Werkner (1989) both agree that the hands are the 
most important element, emphasised as almost autonomous organs, in 
Schiele’s stylised body language. However, as mentioned above, this is not to 
suggest that there is a canon of symbols that could be used to interpret any
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given painting by Schiele. The use of hand gestures is also considered 
Anderson’s ‘trade mark’. In Self-Portrait {^9^3, plate 26) Schiele appears in a 
flowing white caftan, as was worn by his mentor, Klimt. In this drawing the 
outstretched arm and hand are gestures with special signification for Schiele, 
claims Kallir (1994). Although the artist holds power in his fingertips, she 
explains, the gesture depicted is not one of command, but rather, “Schiele 
shows himself at the mercy of his own creative powers’’, reaching out and at 
the same time questioning the self (Kallir, 1994, p. 126).
Comini (1986) and Werkner (1989) suggest that the contents of 
Schiele’s art were obtained from the reservoir of European Symbolist 
evocativeness.® Among them were the allegories of Ferdinand Hodler, the 
sculptures of Rodin and Minne, the engravings of Felicien Rops and Edvard 
Munch, and the popular illustrations Meister Fidus of Hugo Hoppener. Schiele 
used the articulated self-hug of Minne, for example, and transferred the self- 
contained gesture to his portrait study of Standing Fennale Nude with Crossed 
Arms (a depiction of Gerti Schiele, 1910, plate 27), emphasising the 
vulnerability of her exposed body. Another gesture, inspired by yet another 
Belgian artist, Rops, is that of the hands clasped between the thighs, depicted 
in Don Juan’s Greatest Love (1886) and later codified by Munch in his 
painting Puberty. The same hand-between-thighs motif is used in Schiele’s 
portrait Eduard Kosmak (1910, plate 28) as a powerful conveyer of 
individualism. The fact that expressive hand gestures appear mostly in 
Schiele’s male portraits and his self-portraits and are seldom depicted in his 
female nudes emphasises Schiele’s distinction between the genders, between 
the creative male artist and the female model.^
3.3 A Freudian Reading of Sexuality in Schiele’s Work
Examining Schiele’s oeuvre, which includes two hundred oils, thousands of 
watercolours and drawings and several prints, it is clear that the artist was 
preoccupied with various manifestations of sexuality. Schiele’s depiction of the 
human being as a sexual being is different from earlier depictions by other 
artists, as discussed further. Schiele, who lived and worked in the city where
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psychoanalysis was ‘born’, had probably never read what Sigmund Freud 
wrote about sexual instincts (Werner, 1960), but nevertheless he was 
constantly probing the inner experience and the psyche, paralleling Freud’s 
theories of psychoanalysis. Freud, who lived and worked in Vienna between 
the years 1860-1938, published in 1905 his revolutionary Three Essays on the 
Theory of Sexuality (1991). As Angela Richards claims in her introduction to 
these essays, impulse, body and sexuality, the basic factors of psychoanalytic 
theory of the time, were perceived by Freud as the moving power of the 
human being, even life itself.
In his article “Freud and the Prostitute: Male Stereotypes of Female 
Sexuality in fin-de-siècle Vienna”, Sander Gilman (1981) describes the various 
models of female sexuality in an attempt to resolve Steven Marcus’ ‘puzzle’, 
presented in his introduction to the American paperback edition of Freud’s 
Three Essays of Sexuality.^^ Marcus expresses his confusion with Freud’s 
statement that
in this respect children behave in the same kind of way as an 
average uncultivated woman in whom the same 
polymorphous perverse disposition persists.
Gilman, 1981, p. 337.
According to Freud’s perception, Gilman claims, the analogies between 
childhood sexuality, polymorphous perversity and prostitution “reflect an 
amalgam of the inconsistencies and contradictions surrounding the idea of 
female sexuality in 1905” (1981, p. 338). This example clearly demonstrates 
that many radical changes have occurred in the psychoanalytic body of 
thinking since it was established by Freud as an ‘agreed’ and ‘homogenous’ 
theory of human nature.
One of the changes in psychoanalytic theory is the shift of emphasis 
from a physical association of sexuality towards a social orientation of 
sexuality. The place of physical differences as the basis of sexual identity is 
replaced by the concept of gender, which emphasises the manner in which 
society and culture shape and form different sexual behaviors. Emanuel 
Berman argues in his introduction to Freud and Dora (2000) that one of the
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important aspects of that change is that instead of perceiving Freud’s theory 
as a ‘general truth’ that was ‘found’ by him, it is perceived now as a method of 
observation that was developed and refined by Freud through his own 
experiences, which at the same time had influenced it. Freud’s theory is a 
lively illustration of his life through his daily work, his emotional coping with 
clients and, at the same time, with the dilemmas presented by his theoretical 
ambitions. Freud’s limitations -  personal, cultural and historical -  represent 
the point at which the influence of the historical-political ideological world 
comes upon the personal world, familial and emotional.
Schiele’s preoccupation with the themes of sexuality, and his 
obsession with the self all reflect or simply parallel the concerns of the 
developing psychoanalytical movement in the nineteenth century (Wilson, 
1993; Comini, 1978; Powell, 1974). The shift of attention from the façade to 
the psyche and the exposure of the individual had become a most persistent 
motif in Schiele’s art. Comini (1974) insists that the emergence of Schiele’s 
Expressionist style intuitively echoed contemporary explorations by the young 
science of psychology. Wilson (1994) supports this, suggesting that Schiele’s 
stature as an Expressionist has also been achieved through his interest in 
sexuality in its broader meaning. These might have had an effect on the way 
Schiele’s work was received at the time, and that reception might have had 
some effect, in turn, on the artist and his work. For these reasons, it seems 
that Freudian psychoanalytic perspectives must come into consideration in 
reading and discussing sexuality in Schiele’s work.
Any attempt to penetrate the private world of an artist is problematic. 
Some biographical material, which I regard as pertinent to an understanding 
of Schiele’s work, is presented in this section. Reference to aspects of his life 
is made while bearing in mind that biographical material is not necessarily 
directly linked to an understanding of works of art. It is also important to point 
out that sexuality as part of Schiele’s art may be read in other ways. Hal 
Foster, who discusses in his article “Death in America” (1996) two main 
readings of Andy Warhol, the simulacral and referential, argues that although 
neither projection is wrong, each in itself is a reductive one. The simulacral 
reading of Warhol, which is advanced by critics associated with 
poststructuralism, is that Warhol’s image is released from referential meaning
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into simulacral surface; the referential view links his work with different 
themes, such as Thomas Crow’s (1987) account of Warhol’s images as 
reflecting political engagement with American life. Foster, who rejects both 
these projections as reductive, suggests a third way of reading Warhol’s art, 
which is also helpful in relation to Schiele’s art. A theoretical model that views 
Schiele’s work as both “referential and simulacral, connected and 
disconnected, affected and affectless, critical and complacent” (Foster, 1996, 
p. 39) is applied in the reading of Schiele’s art in the next two sections.
3.3.1 The Fascination with the Child-Woman Image
Schiele’s concern with the adolescent body evolved from the art of the 
Secessionists and the refined elegant body they depicted. For Schiele, 
however, the immature body revealed its inner intensities and experiences 
(Werkner, 1994). Schiele’s expressive art, with its significant contrast to the 
Art Nouveau movement led in Austria by Gustav Klimt, is illustrated in the 
famous example of the two artists’ interpretation of the Danae myth. Klimt’s 
Danae (1907-8, plate 29), lies coiled within a protective cocoon; Schiele’s 
Danae (1909, plate 30), in which his unique style emerges, is far less erotic. 
Where Klimt’s Danae is a rotund and sensual creature, Schiele’s figure is as 
flat and stylised as her decorative surroundings.
During the period from 1909 to 1912, Schiele focused almost 
exclusively on young models, often young girls depicted in various erotic 
poses. The representation of adolescents begins to appear in the visual arts 
towards the end of the nineteenth century, argues John Neubauer in 
“Visualizing Adolescence” (1992). He continues to argue that it was Edvard 
Munch who gave it a decisive turn around 1890. The fluid situations, unstable 
characters lead the Brücke^'' as well as Schiele and Kokoschka to 
adolescence as an “authentic” style in 1909-1911. Schorske claims that the 
emergence of die Jungen since the 1870s was first in politics and then in all 
fields of culture as a “widespread, collective oedipal revolt” (1980, p. 212). 
Werkner argues (1994) that the fascination with pubescent girls was a 
common concern in Europe around the turn of the twentieth century. The poet 
Peter Altenberg, whose room was plastered with photographs of his idols, was
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known for his ‘weakness for young girls’. He usually signed and inscribed 
these photographs with lyrical commentaries which, it was argued by Leo A. 
Lensing were as significant as his sketches and prose poems. On a photo of 
the English dancer Bessie Bruce, Altenberg wrote in 1905:
Child-girl, I loved you immensely and I suffered for you, most 
loved one, in pain and in misery. God save and bless you!
Werkner, 1994, p. 64.
Another photo from his collection is a “fetishlike close-up” of the legs of a 
thirteen-years-old girl, who stands near a sofa in an underskirt and lacquer 
boots, seen from behind.
The turning away from the façade, as Werkner (1994) suggests, 
corresponds -  among other things - to the “ideal” of the child-woman. One of 
the reasons for the attraction of the fusion of femme fatale, femme fragile and 
child-woman, he claims, was that “creativity and change were associated with 
it” (1994, p. 68). Artists like Peter Altenberg, to whom Kokoschka was 
introduced by the architect Adolf Loos, were preoccupied with the child- 
woman as an erotic fantasy in art and life. The psychoanalyst Fritz Wittels, 
who later became Sigmund Freud’s first biographer, published an article in 
Karl Kraus’s magazine Die Fackel, in which he employed Freud’s concept of 
infantile auto-eroticism to explain the sexuality of the child-woman. He based 
his theory on the fifteen-year-old actress Irma Karczewska, who shared a love 
affair with both the critic Karl Kraus and Wittels himself (Werkner, 1994; 
Timms 1990). Freud’s influence over that era is depicted in Wittels’ memoirs, 
in which he writes “we knew from Freud that repressed sex instincts made 
men neurotic to such an extent that an entire era was poisoned” (in Timms, 
1990, p. 94).
The significance of the young and the adolescent body in Viennese 
modernism raises key questions in the interpretation of Schiele’s art. In her 
article “Youth as Metaphor and Image in Wedekind, Kokoschka, and Schiele”, 
Helen Borowitz (1974) indicates that the focus of Schiele’s art, as well as that 
of the German playwright Frank Wedekind and the Viennese painter and 
playwright Kokoschka, is the conflict between adolescent desires and the
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demands of society, as manifested in their individual experience. Werkner 
(1994) argues, however, that some of Schiele’s representations of children 
are not sexually accentuated but are characterized by sympathy and empathy, 
as in Two Little Girls (1911, plate 31) -  a depiction of two proletarian young 
girls. His friend Arthur Roessler noted that Schiele “was fascinated by the 
ravages of the grim sufferings to which these innocents were exposed” (in 
Werkner, 1994, p. 59).
In Black-Haired Nude Girl, Standing (1910, plate 32), on the other 
hand, one can observe a sharp contrast between the face of a young girl and 
the body of an adolescent standing in a coquettish erotic pose, which 
fascinates and excites the adults. The sexual playfulness of the child is 
depicted by the manner in which the young girl holds her right hand while 
standing with her hip jutting out. Gilman (1981), who links medico-legal 
background with female sexuality as depicted in the literature of the late 
eighteenth and nineteenth centuries, argues that both Acton and Hügel, in 
their studies of prostitution and public health, had found the economic pattern 
of society as the catalyst to the creation of prostitutes. Although the sexual 
playfulness of a child was for the Viennese public a sign of her innate nature, 
he argues that
Freud’s statement falls within the general Viennese 
understanding of the sexuality ascribed to the stereotypes of 
the female child, the female proletarian, and the prostitute.
1981, p. 358.
Through her defiant pose, the image of a seductive child who has clearly not 
yet developed the ‘mental dams’ against ‘sexual excesses’, Schiele both 
expresses the contradictions within and at the same time ridicules and 
challenges the sexual taboos of bourgeois society.
Schiele’s obsession with adolescent sexuality parallels that of 
contemporary Viennese artists such as Kokoschka, while the letter’s models 
were children of circus performers whose parents’ permission was obtained. 
Schiele’s were young girls from a poor background, who did not need parental 
permission (Borowitz, 1974). The potential for prostitution is depicted,
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according to Gilman (1981), as inherent in the lower class female, indicating 
the freedom Schiele took in using these young girls for himself. The image of 
the female as the active seductress provides the “ultimate rationale for 
considering the prepubescent female as the cause of her own seduction. Her 
sexuality is pathological and externally directed” (Gilman, 1981, p. 343). This 
indicates that while Schiele was criticizing heteronormative society, he was 
also, at the same time, part of the very society he criticises. Towards the end 
of 1910, Kallir writes, representations of his sister Gerti became far less 
ubiquitous and some of the young models that had replaced her “seem to 
have been on intimate terms with the artist” (1994, p. 60). The personal 
engagement with the models, of which “many may have been prostitutes” 
(Kallir, 1994, p. 60), might suggest that the seductiveness of the child reflects 
Schiele’s sexual projection of himself as her seducer.
Indeed, Schiele was punished by law for his ‘indecent’ drawings. In an 
exhibition in Prague, his paintings were taken down on police order, and he 
was expelled from the town of Krumau for the alleged studies of nude teen­
age girls. While living in Neulengbach, police raided his studio and confiscated 
some of his drawings. He was jailed for 24 days, charged with “Immorality” 
and “the seduction of a minor” (a charge that was later dropped). Schiele’s 
arrest was the result of the open sexuality in some of his art works, combined 
with the sexual unconventionality of his life-style. In addition to his arrest, a 
drawing that hung in his bedroom was burned over a candle, in a symbolic 
gesture, by the judge. Schiele, who insisted on his innocence, wrote in his 
prison diary:
Not very far from me, ...there sits in his magistrate’s office a 
judge, or whatever he is. A man, that is, who believes that he 
is something special, who has studied, who has lived in the 
city, who has visited churches, museums, theaters, concerts, 
yes, probably even art exhibitions. A man who consequently 
is numbered among the educated class which has read or at 
least heard of the life of the artist. And this man can permit me 
to be locked up in a cage!
Comini, 1974, p. 47.
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Schiele did not know then, as Comini (1974) points out, that Dr. Stovel, the 
judge who condemned him for his erotic art, was an avid collector of erotic art 
in the more ‘acceptable’ form created by the Austrian Jesuit artist Franz 
Stecher (1814-53).
During his prison days, Schiele wrote in his diary: “Nevertheless I know 
that there are many children who are corrupted,...that is, incited and aroused 
by the sex impulse” (in Comini, 1974, p. 59). Kallir argues that Schiele 
depicted himself as an “eternal child”, which suggests not only the torment of 
growing up that remained very real to him, but that he found young models 
less intimidating than adults (1994, p. 66). Schiele’s words, “I believe that man 
must suffer from sexual torture as long as he is capable of sexual feelings” 
(Comini, 1974, p. 59), are indicative of his own individual experience. The idea 
that sexual development takes place in early childhood had already been 
discussed by Freud in his essay “Infantile Sexuality” (the first of Three Essays 
on the Theory of Sexuality, 1991). In Schiele’s Reclining Girl in Dark Blue 
Dress (1910, plate 33) the young model pulls her skirt up to reveal her 
carmine privates, highlighted in white. Pubescent desire for our voyeuristic 
gaze charges this drawing with pornography. Kallir describes it as
boyish stratagems for looking up girl's skirts [which] are 
combined in the twenty-year artist’s way of viewing the world 
with the invention of ingenious new forms.
1994, p. 70.
The progressive concealment of the body, according to Freud (1991), which is 
part of civilization, keeps the sexual object’s curiosity awake, and in art it is 
shifted away from the genitals on to the shape of the body as a whole. 
According to Freud’s theory, when the sensual pleasure in looking is 
“restricted exclusively to the genitals”, as seen in this drawing, “this pleasure 
in looking [scopophilia] becomes a perversion” (Freud, 1991, p. 70).
In his essay “The Savage’s Dread of Incest” (1940), Freud argues that 
the first object selection of the boy is of an incestuous nature and that it is 
directed at the forbidden objects - the mother and the sister. Sexual 
maturation comes, therefore, when the child can erect
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the barrier against incest, and can thus take up into himself 
the moral precepts which expressly exclude from his object- 
choice...the persons whom he has loved in his childhood.
Freud, 1991, p. 148.
The focus of the composition and its expressive characteristics on the sexual 
parts of his sister Gerti Schiele in the drawing Standing Female Nude with 
Crossed Arms (1910, plate 27) indicates “a degree of sexual complicity” 
(Wilson, 1993, p. 34). The “strikingly effective expressionist exaggeration of 
the labia, which are extended downwards and silhouetted sharply against the 
light ground" (1993, p. 34) causes disquiet and bewilderment. It becomes 
apparent that Schiele’s barriers against incest are not yet developed 
according to Freud’s theory, suggesting that Schiele has either not been able 
to free himself from the childlike conditions of psychosexuality, or else he has 
returned to them. Furthermore, the shy figure of his sister, “left alone to 
confront her or his most intimate fears and desires” (Kallir, 1994, p. 54), marks 
the “fresh wave of repression" in girls’ libido, according to Freud’s theory as 
elucidated in “The Differentiation Between Men and Women” (1991, p. 143).
This drawing also suggests another reading, an androgynous 
interpretation of Schiele’s sister with her bony limbs and skinny childish frame. 
Werkner (1994) argues that in the case of the child-woman, the myth of 
androgyny served as an inspiration for the desire for oneness. Furthermore, a 
potential for homosexual tendencies may be found in the idolisation of the 
child-woman as an alternative to the mature woman. Freud, in his discussion 
of “The Sexual Aberrations” (1991), argues that when the sexual object is 
someone who combines the characters of both sexes, it is a reflection of the 
subject’s own bisexual nature.
3.3.2 Autoerotic Manifestations of Sexuality
The autoerotic masturbatory manifestations of sexuality and the use of the 
mirror are two prominent aspects of Schiele’s art. Heinrich Schwarz argues in 
his article “Schiele, Dürer, and the Mirror” (1967) that although Schiele
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continued to paint self-portraits nude, semi-nude and occasionally clothed to 
the end of his life, the years 1909-1912 were characterised by Schiele’s 
preoccupation with portraying himself, both in quantity and emotional intensity. 
Many of his self-portraits from that period depict the artist’s own sexual 
impulses, making them the subject of his art, some of them illustrating the 
artist masturbating or even having an orgasm. Schiele’s optical aid for his self- 
portraits, as well as for the unusual viewpoints of many of his drawings and 
watercolours, was a full-length mirror (see also the section 4.3 “Artist and 
Model”). The mirror, which he took with him whenever he moved from one 
studio to another, appears in a photograph taken by Johannes Fischer in 
Schiele’s apartment in 1916 (plate 34). In it, Schiele stands in front of the 
mirror, next to his painting Death and Maiden (Man and Girl, 1915-16). Like 
his contemporary Kokoschka, whose fetishistic and narcissistic art is 
exemplified by his Self-Portrait with Life-Size Doll Made in the Likeness of 
Alma Mahler {^922), Schiele too created “a strange and constant companion 
for himself -  a pathetic apparition drawn from the world of illusion and 
discovered in his own mirror” (Comini, 1978, p. 22).
Freud defines the attitude of a person who “experiences sexual 
pleasure in gazing at, caressing and fondling his body, till complete 
gratification ensues upon these activities”, as narcissism (1971, p. 30). 
Schiele, who sat endlessly before the mirror, fascinated by his mirror image 
and the absence of an intimate partner, may well be an example of a 
narcissistic disposition. Wilson (1993) suggests that until Schiele formed his 
first heterosexual relationship with Wally Neuzil in autumn of 1911, his strong 
sexual impulses had no other regular or legitimate outlet but masturbation. 
This reflects Freud’s concept of primary narcissism, in which the libido that is 
directed towards the self indicates the primary stages of psychosexual 
development.
Bram Dijkstra, who describes in his lucid article “Women of Moonlight 
and Wax” (1986) how women were culturally perceived in tum-of-the-century 
art and literature, traces the changes that caused the mirror to be regarded as 
a central symbol of feminine narcissism. He argues that
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vanity, self-absorption, the reflected qualities of woman’s 
moonlike existence, her passivity, her imitativeness -  all these 
themes came relentlessly into play in the woman-and-her- 
mirror theme.
1986, p. 135.
In the art of that period, he continues, the image of a woman kissing herself in 
the mirror was often supplemented by images of a woman kissing another 
woman. Lesbianism, according to Dijkstra, became a popular and accepted 
theme, due to the fact that the assumption was that women were 
‘undifferentiated beings’. In Schiele’s Lovers {Two Girls, 1911, plate 35) the 
beauty of colours is combined with the blended clothes and bodies of the two 
young girls in the act of lesbian lovemaking, emphasising the coextensive 
qualities of their images. The two girls lie on a brown blanket, embracing each 
other with their eyes closed, their heads touching each other. Their identical 
blood-red dresses, which suggests a school uniform, are pulled up to reveal 
their genitals and their naked lower bodies. Their sensuality, accentuated 
through their action, echoes Freud’s theory of childhood polymorphous sexual 
perversity, expressed in young girls’ emotional disposition and their ability to 
obtain sexual satisfaction from any sexual lover, be it a female or male. The 
simple extension of the women’s auto-erotic tendency, which is considered to 
be a nonthreatening voyeuristic involvement on the part of the male, is at the 
same time a source of great fascination and fantasy for many men, Schiele 
among them.
In the drawing Self-Portrait Nude (1910, plate 36), Schiele captured 
himself with unfocused eyes, facial features and spastic body, as if at the 
moment of orgasm when all conscious mental and physical control is lost. 
Both Wilson and Comini read guilt feelings in the drawing. Wilson suggests 
that “one result of predominately Puritan social attitude is that the individual is 
likely to develop guilt feelings about his own sexuality" (1993, p. 29), and 
Comini adds that the amputated arms of the emotion-racked torso are the 
shocking pictorial punishment for the ‘sin’ of masturbation. She links the 
artist’s being caught and mirrored in the act, in which “his secret [is] exposed 
and his hands flung in shame to his face”, with his father’s death of syphilis 
(1978, p. 22). Her psychoanalytic approach points out that shame, which
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Freud regards as a repressive force, is the manifestation of an intensified 
resistance against the sexual instinct, exemplified in this instance in 
masturbation or in orgasm.
Schwarz (1967), whose approach demonstrates that there is much 
more to Schiele’s art than the biographical perspective, argues in his 
examination of Schiele’s first self-portrait lithograph. Self Portrait (1912), that 
the artist closely followed Albrecht Dürer’s drawing, Self-Portrait (1500-1507), 
which had then been published for the first time and was recognised as a self- 
portrait a few years later. He finds similarities between both representations 
as based on the use of mirror, arguing that since the lower part of the left arm 
and the right hand were occupied in drawing and could not serve as models, 
they were omitted or hidden and only the upper part of the right arm is shown. 
Furthermore, he finds similarities in the position of the bent heads and the 
dark silhouetting background. However, while Schiele concentrates on the 
head “except for a few brushstrokes and lines within the body" (p. 215), 
Dürer’s figure is more naturalistic.
One of the most explicit acts of masturbation is depicted in Schiele’s 
watercolour Eros (1911, plate 37). Schiele’s phallus, in Wilson’s words, “juts 
out towards the spectator against the backdrop of tormented face and body” 
(1993, p. 29). Schiele’s great achievement in this kind of works, Wilson 
claims, is in his artistic expression of a significant aspect of human behaviour 
never before depicted by artists. Another work in this group, Self-Portrait in 
Black Cloak Masturbating (1911, plate 38), has more ambiguous 
characteristics (not an isolated phenomenon in Schiele’s art), conveyed by 
Schiele’s placing of his hands over his genitals and arranging them to create 
an image of female genitals, producing
a triangle of pink flesh and pubic hair between his forefingers 
and left thumb and a more specifically vulval effect between 
the first and second fingers of the left hand.
Wilson, 1993, p. 30.
Wilson suggests two explanations for this imposition of female genitals upon 
male ones. He maintains that the artist’s image is depicted as a universal
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creator -  as illustrated in Pregnant Woman and Death (1911), in which the 
artist is connected with the pregnant woman -  while also perceiving Schiele 
as producing, consciously or unconsciously, “an Expressionist reworking of 
that very common feature of Symbolist art, the androgyne” (p. 57). In both 
cases, the significance is related to the artist’s status in society and to an 
expression of his “sense of specialness, apartness and alienation”, as both 
rely on an ideal being who is beyond ordinary humanity. The androgyne’s 
counterpart in real life is the trans-sexual and the feminine homosexual, both 
outside the norms of society. Schiele’s fused sexuality might reflect, based on 
Freud’s psychoanalytic research of sexual excitation, the notion that all human 
beings are capable of making a homosexual object-choice and have in fact 
made one in their unconscious. According to Freud,
a choice of an object independently of its sex -  freedom to 
range equally over male and female objects -  as it is found in 
childhood, in primitive states of society and early periods of 
history, is the original basis from which, as a result of 
restriction in one direction or the other, both the normal and 
the inverted types developed.
1991, p. 57.
Schiele, through his artistic means, brings to light his self-observation, 
or in psychoanalytic terminology, his self-analysis. His words “It is not I who 
masturbate, but you -  my other se lf (Comini, 1990, p. 82) point in this 
direction. Comini (1974) argues that Schiele took pleasure in shocking the 
public, while at the same time extending the borders of art. He searched after 
a ‘truth’ that the ruling establishment was united, so to speak, in concealing 
from sight.
Conclusions
When Anderson chooses to introduce the work of Schiele into her dance, she 
not only appropriates the grandeur of the subject of his art, but also examines 
and challenges the way it was perceived and appreciated in his time.
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Schiele’s unique characteristics as a draughtsman, and his distinctive 
expressive means -  such as the use of colour and space, movements and 
gestures -  are investigated in order to establish their representations in 
Anderson’s dance.
The provocative and erotic drawing of young girls may be perceived as 
employed by Schiele to examine and challenge the taboos and double 
standards of society (taboos which Freud considered necessary for its 
functioning). At the same time, Klaus Albrecht Schroder argues in Egon 
Schiele: Eros and Passion (1995), although these children have nothing in 
common with the child as a naïve being who appeals to the viewer’s 
protective instincts, the lack of surroundings in their depictions results in an 
impression that they do not exist, rather they are exhibited. Thus Schiele, 
while evoking sexuality through the content of his art as eroticism that breaks 
away from tradition, also demonstrates a notion of the artist as both voyeur 
and exhibitionist.
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Notes
Alessandra Comini is an American art historian who published several books 
on Schiele and his work, as well as a volume on Gustav Klimt (1975). She 
notes that the image of Vienna, which was called by the rest of the world the 
‘City of Dreams’, was epitomized in its Ringstrasse, which “reflected a world of 
make-believe, in which the magnificent façades of imperial palace, museums, 
parliament, theater, and opera house attested to a dedication of spectacle and 
status quo’’ (1978. p. 3).
 ^This article, “The Response of Early Viennese Expressionism to Vincent van 
Gogh”, was published at a symposium on Egon Schiele and his time at 
Stanford University in 1990, the centenary of the artist’s birth.
 ^According to Benesch (1973), the artistic movement’s three great artists, in 
the prime of their creative activity, were the Norwegian Edvard Munch, the 
Swiss Ferdinand Hodler, and the Austrian Gustav Klimt.
 ^ For the oeuvre and lifetime of Klimt see Schorske (1980) in which he 
discusses how the artist had registered in the style and ideas of his paintings 
the changing nature and function of art in the midst of the tensions of late 
Habsburg society.
® Powell (1974) considers Ver Sacrum as the most important graphic 
manifesto of the era. In its six years of existence, between 1898-1903, there 
55 original lithographs and engravings, and 216 woodcuts were published. 
There were on average twelve issues per year, and the edition was between 
four to five hundreds of copies.
® Bahr published regularly in the Secession’s periodical Ver Sacrum.
 ^ For a discussion on the theory and practice of language in fin-de-siècle 
Vienna with reference to Schiele’s creation of an unsayable language of 
forms, see Huter’s article ’’Body as Metaphor” (1994). The crisis of language, 
he argues, consists of various attempts to criticise oblivious means of 
expression, and of designs for authentic language on the other, which border 
on silence. Through the use of metaphor, language criticism is connected to 
the “silent arts” of dance, music and theatre just as Schiele’s paintings, with its 
mimic language of pose and gesture.
® Within the complex development of modern art and its relationship with 
Expressionism, Symbolism has a significant role. For an examination of the 
development of Symbolism in its renewed life in late nineteenth century, see 
Robert Delevoy, Symbolists and Symbolism (New York: Skira, 1978).
® Comini (1982) argues further that although German Expressionism had 
female as well as male practitioners in all its cultural manifestations, much of 
the art history of the past seventy-five years exhibited, and explained through 
one-gender glasses -  masculine.
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10 This edition was published in 1962 by Basic Books, New York.
Fritz Bleyl, Ernst Ludwig Kirchner, Erich Heckel, and Karl Schmidt-Rottluff 
formed die Brucke in . 1905 in Dresden. Adolescents provided the Brücke with 
a theme to express its own inner divisions.
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PART TWO 
An Analysis of The Featherstonehaughs 
Draw on the Sketch Books of Egon Schiele
Following the contextual and conceptual framework expounded in the first part 
of the thesis, the second part is a practical one -  an analysis of Anderson’s 
The Featherstonehaughs Draw on the Sketch Books of Egon Schiele. In the 
first part, Anderson’s dance is situated critically and theoretically within late 
twentieth-century postmodern culture, and Schiele’s art in early twentieth- 
century Viennese Expressionism. A model of various hybrid relationships 
between dance and painting, established in the first part, supports a 
perception of Anderson’s dance as different from any such relationships 
expressed in any particular dance before. Although the two art forms are 
distinct and their histories differ, both share a specific distinctively visual logic 
of depiction. The main aim of this analysis is to provide a set of objective 
parameters that will allow a comparative analysis of selective issues and 
discourses shared between the two.
The analysis of the dance is discussed in each of three main chapters, 
and the nature of each affects the methodology articulated in it. The chapter 
“Dance and Painting” discusses selected physical and theoretical properties of 
the two art forms presented in the dance. The next chapter, “Blurred Gender 
Boundaries” deals with the changes that came about in the concepts of 
eroticism and pornography through time, and how the emergence of queer 
theory in the 1980s may have influenced the appreciation of both Schiele’s 
and Anderson’s work. The shift in reading between Expressionism and 
postmodernism and their employment in Anderson’s contemporary dance are 
discussed in the chapter “History/Herstory: Drawing the Past into the Present”.
The dance, 60 minutes long, was first performed by The 
Featherstonehaughs in the 1998 Spring Loaded Festival, at the Place Theatre 
in London, between February 24 and 28 (for the company’s tour, see
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appendix 5). To the core quartet of the all-male company -  Frank Bock, Dan 
O’Neill, Stephen Kirkham, and Rem Lee -  were added Eddie Nixon and Luca 
Silverstrini. The performance I saw live is of February 25. For the purpose of 
the analysis of the dance, the live performance of 26 February 1998, recorded 
by The Video Place, has been examined (see appendix 6 for the outline 
structure of the dance).
ri'.
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Chapter 4 
Dance and Painting
The artistic relationships between dance and painting are discussed in this 
chapter through an examination of the first six sections of the dance. The first 
two sections of this chapter address properties shared by both dance and 
painting. The notion of space, examined in the section “Into the Void”, 
illustrates how Anderson refers to and borrows from Schiele’s approach to 
space. Her manipulation of Schiele’s gestures, movements and colours within 
the dance and the manner in which they are incorporated into it are discussed 
in the second section, “Texture -  Movement and Colour”. The term ‘texture’ is 
used here to illustrate the material aspects of art, as distinct from its abstract 
or theoretical aspects. The particular elements of arts of dance and painting 
are referred to here.
The next two sections demonstrate how Anderson draws upon 
discourses considered distinct to visual art, appropriating them into her work. 
This practice constitutes not only the crossing of boundaries between the two 
art forms, but also between critical theory and the act of choreography. The 
third section, “Artist and Model”, is a discussion of a historical discourse, 
whose rhetoric has become extensive in visual art, within which the field of 
power is exposed through a study of the power relationships between the 
artist, the model and the audience. The last section, “Nudity -  A Form of 
Dress”, examines the way in which Anderson, a woman artist, deals with 
Schiele’s depiction of nude women and young children, and with their fantasy 
potential (which conventionally seems to attract men more than women), while 
considering her self-conscious attempt to reconstruct an alternative 
representation of femininity and masculinity within her art.
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4.1 Into the Void
On the dark stage, to quiet and peaceful background music, a spotlight falls 
on the ground, outlining a circled area around a dancer lying on a mattress. 
When our eyes become accustomed to the gloomy light, we notice four more 
dancers: two are situated to the left side of the stage, one to the right, and the 
fourth within the marked square formed by neon tubes. These detached 
spaces, created by circles of light, accentuate the physical and mental 
solitude of the figures. They lie prone, roll slowly and move their limbs as if 
they were asleep. This places the audience in an uneasy position of intruding 
upon the dancers’ intimacy and privacy.
From the opening scene of the dance, it becomes clear that one of the 
issues that Anderson challenges in the dance is space, composed of three 
different juxtaposed notions: the theatrical stage, the neon-tube rectangle, and 
the mattress. The various manifestations of space -  from a page’s space to a 
mattress, a room, a flat, a building, a street, up to the space of the universe -  
are categorised by Georges Perec in his book Espèces d’espaces (1997). 
Anderson grades the spaces she uses in her dance similarly. However, the 
stage space in her dance, unlike the usual practice in performing arts, 
accommodates concurrently two other spaces, which are associated, each to 
a different degree, with the art of painting.
In this Anderson quotes Schiele’s distinctive style of drawing, which 
tends to depict single objects on a blank ground. Comini describes the tension 
Schiele creates between the “powerful physical vibrancy” of the models 
against the space, explaining that in his works the
bodies are silhouetted as brittle solid objects against an empty 
area that functions less as a neutral background and more as 
the foil of a Void.
1990, p. 50.
Elsen claims that these spaces are not really empty, but rather, like Rodin 
before him, Schiele visualised the sheet of paper
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as a cube of space that began or extended into depth from 
where the artist was, and into which the figure and its volume 
would be located.
1994, p. 18.
He goes on to argue that although Schiele was not a sculptor, he learned from 
Rodin to look at the body in the round, from every perspective, which meant 
that every part of the model’s body could be made expressive.
The actual physical stage, on which the choreographer creates her 
dance, bears distinct links to the long tradition of dance as a performing art. In 
the twentieth century, changes have occurred in the artistic perception of 
space. Doris Humphrey, for example, defines the significance of highly 
specialised space, in The Art o f Making Dances (1959), as having powerful 
and weak areas. A change is apparent in Merce Cunningham’s perception, 
departing from the by-then traditional modern dance (Banes, 1987, p.6). He 
democratises and decentralises the stage space and claims that any space 
might be danced in. Rosemary Butcher, a contemporary British choreographer 
whose dances Anderson appreciates (Newman, 1987), illustrates another 
aspect by placing the body in relation to architecture. Her dances dt, d2, and 
3d (1989 -  1990) demonstrate the influence by and employment of ideas from 
architecture as a discipline, resulting in a dislocation of the placement of the 
dance performance and of the perception of dance. These have “opened up 
the space between categories, styles and disciplines, allowing dance to 
expand” (Worth, 1999, p. 181).
In the section “Isolation” (1.2), five almost naked dancers lie within the 
marked neon tube space, the second space, designed by Simon Corder. This 
space brings to mind a sheet of paper from a painter’s or a choreographer's 
sketch book, on which they draw various signs that may later develop or 
evolve into an idea that will serve as the foundation for an artistic 
manifestation. It is there for the artist to draw on, to mark on its margins, and 
to move on from it to another page. This particular space enables a correlation 
between the choreographer’s and the painter’s approaches. The lights, which 
are repeatedly turned on and off during the dance, suggest the action of 
leafing through an artist’s sketch book. A dancer dressed in a suit enters and
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crosses the framed space in a diagonal path from upstage left to downstage 
right, representing one of Schiele’s models or a contemporary dancer. He 
walks, slicing the space in which the ‘naked’ dancers lie, his upper body facing 
the downleft corner, his arms held tensely down and away from his body. As 
he moves, the dancers, each on his own individual mattress, constantly 
change positions, exposing fragments of their bodies - a foot, a forearm or a 
head. This creates tension between the ‘void’ and the physical figure, resulting 
in a powerful emotional intensity in relation to both the drawings and the 
dance.
The third space, the mattress - a very basic and individual space which 
accommodates the body - becomes analogous to the period of 24 days 
Schiele spent in a prison cell in 1912, illustrated in his drawing For My Art and 
for My Loved (25 April 1912, plate 39). Comini describes Schiele’s hands in 
this drawing as “claws, flailing empty space, clutching at his blanket -  so hard 
that the fingers send creased shooting across the fabric” (1974, p. 94).  ^ While 
the mattress is a real space, it serves also as a pictorial space, invented by 
and occupied by the painter. As in his nudes which are viewed from above, 
Schiele’s artistic persona floats above and observes his suffering self, huddled 
beneath as if protected by the covering blanket. Anderson addresses, with the 
use of light, the distance that the painter keeps from himself in order to 
maintain the artwork’s relative height, width and depth in perspective. It is the 
ray of light, falling on the dancers from above and defining their restricted 
space, which creates the illusion of looking at them from a distance. In this 
context, the element of distance makes the figures appear alienated. 
Furthermore, the gloomy stage contributes to our empathy with the painter’s 
psychological state at the time of his imprisonment, as depicted in his four 
self-portrait drawings, shifting from the suffering perceived in his first drawing 
to the sense of distress combined with endurance for the sake of art 
suggested by the drawing mentioned above.
The fragmented space divided into three sections is a significant 
structural device of the first part of the dance, which is, analogously, divided 
into three short sections. The sections, each about one minute long, are 
separated by a period of darkness, and each new section begins with a 
different grouping of the dancers on stage. The dancers, however, move
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between the three separate spaces, crossing the boundaries between them, 
which remain loose. The blurred boundaries between the three spatial 
categories enable Anderson’s work to correspond to Schiele’s exploration of 
the figure’s balance, which in his works did not answer to the laws of gravity. 
Hovering between the spaces provides the means for Anderson to emphasise 
the dancers’ isolation, as well as to refer to Schiele’s figures, which are 
represented without ground line or furniture.
The depth created by the layered space in the dance emphasises the 
flatness of the canvas, which according to Greenberg (1982) constitutes the 
locus of Modernism in the visual arts.^ In pictorial art the process of 
abstraction, the reduction to the essence of its formal means, calls attention to 
the flat surface and the shape of the support. “Flatness alone was unique and 
exclusive to that art”, is how Greenberg defines modernist painting (1982, p. 
6). Dance, on the other hand, is a three-dimensional art form, and its 
impressions come from the body’s own movements and the dancer’s outlined 
figure. Anderson, aware of the gap that exists between the two art forms, 
plays with the notions of pictorial flatness and the dance’s three-dimensional 
quality. When the dancers perform Schiele’s exact two-dimensional 
movements and gestures, this reflects not only Anderson’s concem with the 
notion of the copy; she takes movement that Schiele had cast into two- 
dimensions and unstitched it, subverting the process itself. By doing so, she 
broadens and exceeds the pictorial frame, adding her movement to the 
original one. By drawing on Schiele’s paintings and working from his sketch 
books, Anderson comments, she is involved in an “intense Expressionist 
activity” (Robertson, 1998, p. 19), integrating and creating a link with the past.
‘Flat’ movements performed by the dancers are manifested in the 
second part of the dance, “Egyptian Frieze”. A dancer enters from left and 
crosses the width of the stage, through the neon-tube space, to the right. He 
raises his contracted left arm forward, the elbow pointing to the ground, his 
fingers spread, while his right arm stays behind his body. He then steps 
forward while raising both his arms above his head in a diamond-shape, and 
rotates his upper body 45 degrees to the right, finishing this pattern facing the 
audience (plate 40). Schiele himself is depicted in a similar pose, 
photographed by Anton Josef Trcka in 1914, presenting a flat shape of a body
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in movement (plate 41). After performing half a turn on his left foot to the right, 
the dancer rotates another half a turn on the same foot to the left, each time 
with his head facing the opposite direction of the turn, until he faces downleft 
stage. The dancer slowly tilts his upper body backwards and regains his 
balance. Then he performs a fast three-quarter of a turn to the right, and 
another half a turn to the left while the upper body continues to turn further. 
He finishes this pattem with his lower body facing to the right; his upper body 
is turned towards the audience while his arms descend slowly in front of his 
chest. The division of the upper body from the lower clearly helps to construct 
the flatness of the moving body in space.
The path cut through space by the moving dancers also contributes to 
the atmosphere of ‘flatness’, which creates tension when it clashs with the 
three-dimensional character of the art of dance. In the “Egyptian Frieze” the 
dancers move in straight lines, sharply changing directions, performing either 
to the width of the stage or to its diagonals. These dimensions in space are 
used separately by the performers, who move with awareness but are not set 
in a definite direction. Rather, they seem to move from one place to another 
with ease, and their path can be traced as going forwards, sideways or 
backwards. The advancing and retreating characteristics of their progress 
create a sense of sustained time. All of the above results in a spatial 
relationship that is fraught with tension. This pattern illustrates how Anderson, 
a postmodern choreographer, draws from Schiele’s modernist approach to the 
abandonment of illusionistic space by making it an issue. Referring to this 
issue, Hutcheon (1995) points out that postmodernist representation 
considers the realm of mimesis, yet it challenges our mimetic assumptions by 
making mimesis itself an issue. In the dance, Anderson challenges both 
Schiele’s realism and his view of the modernist autonomy of art, 
demonstrating that nothing is natural about the ‘real’.
On stage the dancers keep on dancing until they are no longer seen, 
and when they enter again they appear as if continuing a movement pattern 
that has started a while ago. That ‘ongoingness’, the passage of events 
through time, emphasises the never empty stage space. It makes clear that 
time is not a structuring factor in the dance, but space. It further stresses the 
significance of the connecting force between points in space at the expense of
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the points themselves, which are not always seen, and are given less 
importance than the transitions between them. The dancers always seem to 
be in movement, creating an illusion of dancing even when not seen on stage. 
Furthermore, the stage is never empty; there is at least one dancer travelling 
on stage, and others join or leave him. This ‘ongoingness’ is a comment on 
Schiele’s new method of drawing -  ‘continuous drawing’. Anderson employs it 
as a device to depict that method of drawing, invented by Rodin, which 
enabled the artist to draw without taking his eyes off his subject, thus quickly 
capturing the impulsive gestures of his models, as well as himself, in 
movement (Elsen, 1994).
4.2 Texture -  Movement and Colour
Both Anderson and Schiele are fascinated with manifestations of the 
expressive body, each in their own art form. Parry suggests that Anderson, 
like Schiele, is a graphic illustrator, “inventing a code of emphatic gestures 
whose meanings are never fully spelt out” (1998, n.p.). Her fundamental 
choreographic iconography (discussed at length in chapter 1, “Hands Dance, 
Hands Walk and Hands Talk”) is comprised of a “finely-tuned gestural style” 
(Watson, 1998, p. 5). Schiele’s expressive gestures and movements are 
described by Kallir:
Here he puffs out his chest, there he pulls down an eyelid, 
and then again his hair stands on end as though electrified by 
a high-voltage shock.
1994, p. 75.
Comini (1990) indicates that Schiele’s first three major self-portraits of 1910, 
Self-Portrait Kneeling with Raised Hands, Self Portrait Sitting with Raised 
Arms and Self Portrait Standing with Hands on Hips, present a change in that 
they do not depict a face, or half torso; in them it is the entire body that is 
portrayed. Furthermore, movement is indicated in the very titles of these 
works. Schroder (1994) argues, however, that Schiele’s gestural and facial
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expressive repertoire is linked with the history of art, which opens the doors to 
the pathological.^
When Anderson copies Schiele’s gestures and movements she may 
also be seen to link her dance to the history of painting. Her declaration that 
every single position in her dance comes from a painting or sketch of Schiele 
reinforces the sense of accuracy in the imitation of poses and gestures that 
grant the dance a sense of specificity of detail as well as a verifiable sense. 
This is illustrated in the photograph of a pose from the dance, taken by Chris 
Nash, which seems to have sprung from Schiele’s drawing Self-Portrait in 
Street Clothes, Gesturing (1910) (plates 42 and 43, respectively). In it, the 
dancer holds his angular shaped arms and spread fingers close to his chest, 
commenting on Schiele’s model. Like Schiele, Anderson draws the viewer’s 
attention to the portrayal of dancer/model’s upper body. The faces of both 
model and dancer, with their peculiar looks, are turned left from the spectator, 
while eye contact is kept. Both look at the viewer from above, the body 
withdrawn into itself. Similarly to Schiele’s painting, the dancer looks forward 
with his right eye only, a pose that contributes to the impression that he is 
holding himself back from the spectator/camera.
Couples who move like one, each dancer echoing his partner’s 
movements, dance the third section of the dance, “Self-Portrait”. Two dancers, 
with their hands on their loins, their knees bent and their pelvis receding, 
clearly indicate the direction of their progress backwards. This pose is similar 
to Schiele’s Self-Portrait in Lavender Shirt and Dark Suit Standing (1914, plate
44), in which Schiele attracts the spectator’s attention to the pelvic area by 
placing the model’s hands on it, further emphasising the area by its central 
position on the canvas. Anderson conveys the same message by using similar 
gestures and by adding the dancers’ retreat upstage, as though pulled by a 
pelvic girdle. By doing so, she manifests the distinct movements of both arts, 
yet somehow manages successfully to combine them as well. This illustrates 
how the boundaries between the two arts are kept open; the contradictions 
between the movement represented by both arts remain unresolved, yet 
despite this they mange to coexist. Furthermore, the juxtaposition of Schiele s 
expressive — albeit sometimes odd — gestures with Anderson’s movements 
indicates what she calls; “finding his ‘lost’ dances” (Parry, 1998, p. 7). She
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uses the sketch books as a structure for the appropriated movement, and 
within it the dancers invent new muscle memories which amount to new 
dance moves.
As mentioned before, Werkner qualifies his assertion that in Schiele’s 
art the “whole body and clothes become a means of formal creation” from 
which a stylised ‘body language’ is formed (1994, p. 56), by saying that it is 
impossible to extract an ‘unambiguous sign language’ for the interpretation of 
any given work. The resistance to decoding -  illustrated in Self-Portrait in 
Lavender Shirt and Dark suit Standing (1914, plate 44), in which the artist 
appears to have become sightless, his eyes swollen or shut, resembling blind 
disks -  is also characteristic of Anderson’s use of stylised body language. 
Anderson makes use of facial expressions during the dance, as her 
performers’ painted faces, in a direct reference to Schiele, are clearly seen to 
grimace. They reach upstage centre holding their jacket lapels, and gradually 
lift them to their faces while their heads rotate to the right. Grasping the lapels 
in their mouths while simultaneously dropping their arms, they draw the 
viewers’ attention to their faces. Thereafter, they straighten their bodies, drop 
their jackets, and frown. Their puckered brows thus draw all their facial 
muscles forward and their focus is directed at an undetectable point that we 
fail to recognise.
Schiele’s experiment with “secret” gestures originates with the drawing 
Self-Portrait with Hair Band (1909), Comini (1990) suggests. In another 
painting, Self-Portrait with Black Clay Vase and Spread Fingers (1911, plate
45), Schiele’s hand protects his chest with parted fingers, while the thumb 
appears to have been amputated. Comini (1990) claims that its meaning was 
drawn from the gestural repertoire of medieval representations of saints. 
Turner (1996) claims that these symbolic gestures were the product of a 
specific culture, hence they do not have the universal significance of 
emotional gestures; nevertheless, they evoked a meaning that could be read 
by a medieval audience. Like Schiele, Anderson — who also used medieval 
gestures in her previous dance Flesh and Blood (1997) -  stresses the pose 
and gesture at the expense of movement. She uses these gestures in her 
dance to make its significance available, creating relationships between the 
two arts.
139
The colours used by Schiele in his drawings and paintings are mainly 
employed to emphasise expression, rather than to imitate nature. For 
example, the heads in his drawings are coloured red and lilac; the knees and 
ankles in biue; the genitals, nipples and lips are emphasised in crimson. 
These colours are also applied to the hands and face. Through his use of 
colour - applied with energetic brush strokes -  Schiele opened up his artwork 
to additional expressive possibilities. In the dance, the costume designer, 
Sandy Powell, who has collaborated with Anderson in most of her dances, 
brings about the same effect. She chose to dress the dancers in suits (plate 
42), giving the work a degree of accessibility, and in tight body leotards, in 
reference to Schiele’s nudes. The colours she applied to the suits and 
leotards seem to have been achieved by exceptionally swift strokes of the 
paintbrush. By doing so, Anderson created a further link between the arts of 
dance and painting.
It is the primacy of the line in Schiele’s oeuvre, drawn fast and without 
the use of an eraser, which evokes powerful physicality and sensuality (Kallir, 
1994). According to Elsen (1997), it also allowed the artist to capture 
impulsive gestures, not only of a single figure (including the artist himself), but 
also of a couple in movement. The expressive effect of the overlapping lines, 
‘the style without style’, illustrates the ‘natural’ quality of both subjects and 
technique. Anderson, once an art student taking a foundation course at St. 
Martin’s School of Art, is aware of Schiele’s unique sense of style. Like him 
she is, in Parry's words, a “graphic illustrator of mood and emotions, inventing 
a code of emphatic gestures whose meanings are never fully spelt out” (1998, 
p. 7). In the dance this finds expression in subordinating Schiele’s expressive 
movements and gestures, performed to the sound of a scribbling pen. 
Furthermore, Anderson keeps an open mind while creating the dance in the 
studio, maintaining ‘a style without style’ herself. She accepts suggestions 
from the artists with whom she collaborates and communicates to them that 
the possibility of new music or ideas affecting the movements in the dance is 
something she cherishes (Anderson, 1994, p. 25).
Anderson’s manipulation of the shading technique draws attention to 
the delicate nuances of the dancers’ bodies, which might otherwise have been 
lost in the larger context of space, while also standing in sharp contrast to the
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fact that Schiele did not use shadow in his art. Anderson’s refers to Schiele’s 
manner of drawing by way of oppositions, as two dancers descend and 
approach the front neon lighted area at the end of the forth section. This 
causes the neon lights to create shadows on their faces and body parts. The 
manner in which the stage spotlights are manipulated during the dance, with 
the play of shadows on the dancers’ bodies, is a technique borrowed from 
pictorial art. The concept of shading has been developed, according to Ernst 
Gombrich (1996, first published 1959), as the basic relationship between form 
and space, constructed by the contrast between figure and ground or within 
the figure itself.
4.3 Artist and Model
In the fifth section of the dance, “Artist and Model”, three dancers dressed in 
suits carry mattresses from upstage left and place them centre stage in a 
diagonal, stretching from the left upstage corner to downstage right. The 
dancers slowly descend towards their mattresses to the sound of a pencil 
scribbling on paper, representing the sound of drawing. This rhythmic sound, 
composed by Drostan Madden,"^ accompanies the dancers who start stripping 
off some of their clothes while frequently changing their expressive and 
exaggerated positions, as if they were models posing before a painter, making 
the audience laugh as they perform their tense and inflexible movements and 
gestures. The sound and rhythm of pages being torn off from a sketch book 
that are also heard in the same section, claims Nebehay, indicate the actual 
work of a painter who “sketches ceaselessly and with the utmost application, 
as a musician practises his scales”, an artist “who always had a pencil at 
hand”, who strives to capture his live models, and through them to express his 
ideas (1989, p. 7).
This section clearly draws the audience’s attention to the relationship 
established between artist and model, a distinct theme in pictorial art. Leal et 
al argue in The Ultimate Picasso (2000) that this discourse is more a question 
of representing the profession, the act of painting, than of invoking the artist’s
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work as a painter.^ The theme raises two underlying issues in Anderson’s 
dance: the gaze of voyeurism and the act of watching, as well as the 
challenge and at times the irony in the profession of staging.
4.3.1 The Shared Gaze
Elsen (1994) argues that the radical transformation in Schiele’s attitude in 
depicting both the artist and the model occurred when he left the Academy of 
Fine Arts in 1909. He left behind the academic traditions depicting models, 
according to which once models were made the subject of a poesie they lost 
their natural identity and were presented in conventional poses. Schiele’s 
transformation of the model “into a living human and psychic phenomenon” is 
the change that has made him a modernist artist (Wagner, 1994, p. 84). 
Schiele’s models did not pose in a traditional manner, on a model’s stand, for 
example. They were, rather, self-consciously aware of being in the private 
presence of a man who was interested in them as a person, as a woman. His 
subjects, most of whom were close to him in his personal life, were aware of 
him and posed/performed on the same level of the floor as he was standing 
on.
In the “Voyeurism” section in Anderson’s dance, a dancer exits, leaving 
his partner, who is dressed in a tight body leotard as if he were ‘naked’, to 
move and pose on a mattress. Two dressed dancers enter from upstage left, 
and one after another sit beyond the rectangular space on the folded mattress 
left behind from the previous section. The ‘naked’ dancer is posing for them, 
while also being aware of the audience in the theatre. The audience watch the 
drama in which the gazing spectators on stage and the dancer are 
participating. They watch the dancer move and pose before them with his legs 
wide apart, placing his hands over his genitals and raising his pelvis. These 
poses are similar to those of Schiele’s subjects, as Elsen describes, who
lie on their sides, exposing and presenting their buttocks, or 
sit or recline with legs spread, exhibiting their genitals by 
sometimes lifting their garments.
1994, p. 22.
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The focus on genitals and pelvis in the dance affirms Anderson’s awareness 
of Schiele’s openness to the entire body, as well as his fascination with 
sexuality.
At times, throughout this section, the dancers look directly at the 
audience, acknowledging its presence -  referring to the range of expression 
and sexual emotions of Schiele’s models in his most erotic drawings, in which 
the models, including himself, sometimes gaze back at the spectator. Laura 
Mulvey analyses in her essay “Visual Pleasures and Narrative Cinema” (1996) 
how gender is constructed in films. Based on Freud’s (1991) theory of the 
pleasure of looking at another person as an erotic object, she expounds on 
what women represent and the mechanisms that operate in the male 
spectator who looks at the image of woman on screen. She enumerates three 
mechanisms of the male gaze: the gaze of the camera, the gaze of the 
character within the film, and the gaze of the spectator. Anderson, a woman 
choreographer, similarly introduces into her work three mechanisms of the 
gaze: that of the artists, male and female, who are represented by the male 
dancers/spectators on stage; the spectators’ gaze, male and female, watching 
the performance; and the gaze of the male dancers/models who represent the 
female nudes, which challenges the gazes of the artist and audience.
The ‘ideal viewer" is the male, claims John Berger in Ways of Seeing 
(1972), suggesting that the reader examine this assertion by choosing any 
image of a traditional nude from his book and transforming the woman into a 
man. This, he suggests, will make clear “the violence which that 
transformation does. Not to the image, but to the assumptions of a likely 
viewer” (Berger, 1972, p. 64). Anderson, aware of the power of the gaze and 
of representations of sexuality, in fact transforms Schiele’s female model into 
male dancers. In the dance, the ‘naked’ dancer pulls back his left leg, which 
was pointed towards the spectators on stage, while a third dancer joins the 
spectators. The ‘naked’ dancer sits with bent and tight legs facing his 
spectators and suddenly splits open his legs, lifting his right leg over the left, 
while keeping his gaze directed at his spectators. They look straight at him as 
he moves, maintaining physical and eye contact among themselves, while he 
rolls out slowly.
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Anderson introduces an exposure and eroticisation of the male body, in 
accordance with the conventional representation of the female model; 
however, the sexual meanings represented by the male dancers do not 
convey macho images of strength but rather display them to the gaze as 
bodies. Ann Kaplan, who examines feminist film theories and issues related to 
the gaze and the female spectator argues in her article “Women and Film: 
Both Sides of the Camera” (1983) that women take on the “masculine” role as 
bearer of the gaze and the initiator of the action, while the male is set up as 
sex object. Anderson, however, constructs another frame of reference, one in 
which the measure of desire is no longer just the male subject. She suggests 
an alternative to the hierarchy of sexual roles which is more to do with mutual 
access to pleasure for both genders. Furthermore, like Schiele, Anderson 
presents the dancer/model as both an object and a voyeur at the same time, 
thereby emphasising further the fused boundaries, as the shared gaze 
confuses the spectator.
4.3.2 The Mirror®
The chain of gazes, shared by the audience, dancers/models and 
dancers/spectators, is also reflected in most of Schiele’s self-portraits, which 
are mirror images. As mentioned in the section “Auto-Erotic Manifestations of 
Sexuality” in chapter 3, Schiele referred to his black-framed mirror, which he 
dragged from studio to studio throughout his life, whenever he was drawing 
himself or his models (Kallir, 1994; Comini, 1990). The mirror, which has a 
long history in the art of drawing and painting, serves as a means of 
illustrating the fields of power represented in portraits, argues Lea Dovev in 
Art in the Fields of Power (2000). In a royal portrait from the seventeenth 
century, Las Meninas (1656, plate 46) by the Spanish court painter Diego 
Velazquez, the rulers are absent from the illusory space of the scene; they 
are, however, reflected in the mirror on the back wall of this space, which 
faces the audience. The particular spot from which the painter could see what 
he shows us in the painting indicates that the rulers must have stood in the 
spectator’s space, which is situated outside the picture. Thus, as Dovev 
(2000) argues, the king and queen stand in the ‘real’ world together with the
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audience. In this painting Velazquez presents reality as an array of points of 
view, which always miss that which is most real. Each figure seems to be 
looking at something, but they are all also gazing at themselves. Using this 
structure, the artist challenges the essence of the art of painting and examines 
what does it mean to see, to be present or to be absent, as well as what is the 
artist's status, the spectator’s status and that of the people represented in the 
painting.
Another famous example in this tradition of staging the act of watching, 
is Francisco Goya’s portrait Charles IV and Family (1800-01 ), for example, the 
artist himself is seen in the act of painting the picture we are watching, of 
which he is part (plate 47). The structure of the painting suggests that the 
royal family was facing an unseen mirror, situated in a space corresponding to 
the audience space, and Goya was painting their reflection. The use of the 
mirror suggests self-awareness regarding the acts of seeing and being seen 
(Dovev, 2000). The mirror -  whether it actually appears in the drawing or is 
only suggested -  indicates the notion of art’s ability or inability to tell the truth 
about the outside world. It tries to draw the viewer’s attention to the fact that 
she/he is only a viewer, and to disclose the painter’s position in relation to the 
viewer as a mediator, as the one who ‘knows’.
Schiele, who must have been acquainted with the history of visual art, 
created Drawing a Nude Model before the M/rror (1910, plate 48), in which the 
artist is looking at the model, confronting her directly and, by means of the 
mirror, becomes his own appreciative audience. As Comini describes it,
Schiele sits outside the picture to the left, his model stands 
with her back to him facing the great standing mirror. Her 
image is reflected so that it faces the beholder, and behind 
her is mirrored the figure of the artist himself.
1990, p. 65.
Schiele creates a complicated perspective through matching points, such as 
shoulder to shoulder, elbow to elbow, wrist to wrist and knee to knee. 
Anderson refers to this relationship when she makes the audience look at the 
model/dancer who faces the spectators sitting upstage left, as described 
above in relation to the “Voyeurism ” section. As the audience examines him,
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s/he challenges what and how the artists, Schiele and Anderson, see. This is 
also another manifestation of the chain of gazes which comprises 
spectators/artist, models/dancers and audience, exposing the dancer/model 
as both an object and voyeur.
Within this drawing (and in his other drawings and paintings, as 
well) Schiele creates a powerful female look without victimising the woman. 
Linda Williams argues in “When the Woman Looks” (1984) that women’s 
active look in the genre of horror film is ultimately punished. The female look 
that Schiele suggests operates within the male regime of voyeuristic desire of 
the artistic scene of the 1900s. Like Velazquez and Goya, Schiele tries to 
challenge the field of power by grasping the pictorial reality. Anderson, 
however, pushes this theme further when enabling the audience to become 
consumers, not of feminine sexuality as in Schiele’s paintings and drawings, 
but of images of male sexuality as objects of desire. In the “Voyeurism” 
section of the dance the audience in the theatre watch the spectators on 
stage and the field of power created amongst them. Two dancers/spectators 
approach each other upstage left. One dancer tilts his torso backwards, 
leaning his body weight on his partner who holds his head in his hands. The 
standing dancer walks his supported partner unhurriedly out, while the third 
dancer/spectator stands and looks at the audience, who watch the intimate 
occurrence on stage. I argue that Anderson creates another form of 
identification between audience and performers, when suggesting a powerful 
female spectator’s look, avoiding what Laura Mulvey refers to as a certain 
‘masculinisation’ of spectatorship (in Doane, 1982). The woman spectator, no 
longer the image, obtains her desire in relation to the process of imaging.
Another theme related to the mirror and represented in the dance is the 
painter’s exploration of his divided self and the implications of the “other se lf 
as represented in his drawings and paintings.^ The self-portrait before the 
mirror had brought a new being into existence, in which Schiele sees a 
second self who must also be portrayed. Schiele says about it, “it is not I who 
masturbate, but you - my other se lf (in Comini, 1990, p. 82). In the self- 
portrait series, the division of the self became in part a ‘battle, which took 
place before the mirror, between the artist as creator and as the vessel for his 
own image. The primary theme in the “Self-Seers” series, argues Comini
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(1974), begun as an essay on autoeroticism as seen in Self-Seers / (1910), 
through The Prophet (1911) to Self-Seers II (1911) or Death and Man, in 
which death stalks his victim. Comini describes Schiele’s Self-Seers I,
Schiele the conscious artist kneels behind his creation and 
with his left (thumbless) hand directs its attention upon itself... 
Schiele’s eyes look directly into the mirror that reflects his 
creation.
1990, p. 82.
In the “Self-Seers’” section of the dance, Anderson, analogously, refers to 
Schiele’s self-seers -  his self-portraits series -  of which the most important 
aspect is the appearance of a double. A couple who stand apart facing each 
other, descend to their knees. Their upper bodies, at a distance, lean forward 
until they reach each other, make physical contact and embrace each other. 
One dancer lowers his upper body on his bent knees; his weight is centred 
over his ankles, and his hips rest on his heels. While doing so, he draws his 
partner until he leans forward. With arched back the leaning dancer covers his 
partner’s body from the knees and up. They perform this pattern intermittently 
several times, creating a rhythmic pattern in which each bears his partner’s 
weight.
When Anderson draws on the discourse of the relationship between the 
artist and model, revealing the field of power and its limitations, she 
demonstrates that every point of view is only a relative one, and the 
spectator’s point of view is not the ultimate or definite one. In doing so she 
indicates her self-awareness and up-to-date knowledge of art history and 
cultural theories, which she incorporates into her dance. Furthermore, Schiele, 
like his predecessors, had no doubts in his art and did not use either irony or 
any other means that might provoke the audience to disbelieve him. 
Anderson, who imitate and exaggerate Schiele’s poses and facial expression 
sometimes provoking laughter, draws on this discourse to present it in her 
dance with irony and pastiche.
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4.4 Nudity -  A Form of Dress
The term ‘nude’ is part of the titles of many of Schiele’s drawings and 
paintings, such as Black-Haired Nude Girl, Standing (1910, plate 32), Seated 
Nude (Gertrude Schiele) (1910, plate 49) and Standing Male Nude with 
Raised Arms (Self-Portrait) (1911, plate 50). Painting in front of a mirror 
indicates the closeness of the relationship painter-and-model. Schiele 
embraces his model, thereby abolishing the distance, the obstacle of the 
canvas, and transforms the painter-and-model relationship into a man-and- 
woman relationship. It is argued that Schiele’s vision of woman is a major 
vehicle of expression. This mode of painting, which aimed at seeing the body 
more intimately than ever before, suggests to Elsen (1994) that Schiele’s 
model is rendered ‘naked’ rather than ‘nude’. Wilson (1993) claims that from 
1910 Schiele’s vision of woman is dualistic. On one hand, Schiele’s warm and 
sensual treatment of his models conveys closeness, and on the other hand 
his attention is focused on the exposed genitals, as indicated by the fact that 
the women are otherwise presented as wholly clothed.
Anderson presents her dancers as ‘nude’ in the sixth section, 
“Voyeurism”, dressed in tight lycra leotards, conveying the appearance of 
Schiele’s naked models. Their coloured ‘skin’ leotards serve for expressive 
rather than descriptive purposes, unlike Balanchine’s reduction of costumes 
whose purpose was making the dancing body entirely visible, hence, a pure 
agency of dance. The male dancers move while making physical contact with 
each other in a very sensual and expressive manner, suggestive of a 
homosexual relationship. They roll and lie side by side, hold, touch and 
embrace each other, using recycled movements and poses from Schiele’s 
portraits, as seen in Lovers (1911, plate 35). They stay close to the ground, 
creating an erotic atmosphere and demonstrating homosexual desire.
At other times, as in the “Artist and Model” section, the dancers take off 
some of their clothes while posing before an unseen viewer/painter. In this 
section they expose their naked bodies, without, however, ever entirely taking 
all their clothes off. Three dancers, sitting on one mattress, slowly begin to 
remove their clothes, apparently feeling at rest and aware of the audience
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they are performing for. Their appearance becomes untidy and careless. 
Elsen suggests that Schiele’s approach of looking at the body in the round 
enables him to have a “democratic attitude towards the human form” (1994, p. 
18), meaning that all body parts are made expressive for the artist. The 
dancers, who expose their backs to the audience, presenting the outline and 
muscle-structure of their torso, are analogous to Schiele’s depiction of his 
models. Later, the dancers’ bodies intertwine with each other, touching and 
changing positions while using expressive poses and gestures, appearing as 
if they have sprung out of one of Schiele’s drawings.
The representations of the idealised tradition of the concept ‘nude’, 
whose rules Schiele was trying to break, were described in the 1960s by 
Kenneth Clark in his book The Nude, thus:
To be naked is to be deprived of our clothes...The word nude, 
on the other hand, carries, in educated usage...a balanced, 
prosperous and confident body: the body re-formed.
1960, p. 1.
Within this cultural norm, all other modes of representation of the nude are 
categorised as a cultural ‘other’, as Lynda Nead claims in her book Female 
Nude: Art, Obscenity and Sexuality (1997). She further argues that one of the 
principle goals of the female nude has been the “containment and regulation 
of the female sexual body” (Nead, 1997, p. 6), of acceptable and 
unacceptable images which are produced and maintained. The specifics of 
representing, female bodily transgression are also an image of social 
structures of values and beliefs. Nead (1997) suggests that ‘high’ culture is 
thus constituted through a denial of the lower or ‘vulgar’ enjoyment and the 
assertion of refined and disinterested pleasure. These (continuously changing 
and unfixed) distinctions link ‘nude’ with high culture and ‘naked’ with ‘vulgar*.
Using the combined categories of ‘naked’ and ‘nude’, Anderson 
challenges the spectators’ views of this historical discourse, traced back from 
Greek antiquity to European modernism.® According to Clark (1960), the 
transformation from the naked to the nude is the shift from the actual to the 
ideal. Clark’s (1960) argument that the category of ‘naked’ describes the body
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outside the cultural representation indicates the binary oppositions that extend 
from the opposition naked-nude, which dominate Western society -  such as 
mind-body, reason-passion or masculine-feminine. Schiele, who probably was 
not aware of recent feminist theories, was drawing nudes who were 
introduced as naked -  as the ‘other’, the body outside cultural representation. 
Berger’s (1972) concept that ‘love’ is what transforms the nude into a naked 
woman and prevents male voyeurism, enables us to view Schiele’s nudes as 
avoiding such voyeurism, since his intimate relationships with his models is 
apparent. Comini’s assertion, however, that, “there was always a market for 
his [Schiele’s] handsome, titillating, and daringly specific drawings and 
watercolours of erotica” (1990, p. 62), questions Berger’s assumption.
The burgeoning consumer culture, two decades after the rebellion of 
the 1960s, “readily absorbed and exploited images of a free sexuality that 
before had been at the core of political rebellion” (Werkner, 1994, p. 74). The 
shift in this discourse of desire seems to resemble the shift in Vienna’s fin-de- 
siècle discourse and moral codes, which were constructed by the male 
Viennese voyeur, as a
web of connotations of youth as specific quality, innocence, 
androgyny, creativity, the breaking of rules in art and morals, 
‘beautiful’ hysteric symptoms, and all kinds of sexual 
undertones.
Werkner, 1994, pp. 72-73.
Anderson knowingly incorporates this discourse, which pertains 
distinctly to visual arts, into her dance. She, however, uses her all-male 
company to subvert and create different representations of femininity from 
those found in Schiele’s drawings. As noted above, she subverts the hints of 
lesbian relationships depicted in Schiele’s paintings, an aspect of female 
sexual behaviour which is of great fascination to many men, by turning it into a 
homosexual relationship, making both homosexual women and men the 
object of voyeurism. By doing so she expresses the power of a female 
choreographer in the politics of sex, transforming the realm of erotic 
representation itself. Similarly, the concepts of naked and nude represented 
in the dance are not structured as an oppositional pair. T. J. Clark (1985)
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suggests reading the nakedness of Manet’s Olympia (1865) as a sign of 
material reality, which has transparent signs of class and sexuality, whereas 
nudity belongs beyond the range of historical and social existence. Like 
Schiele before her, Anderson consciously presents a tension between ‘naked’ 
and ‘nude’. However, whereas Schiele refers to his drawings as nudes while 
presenting them as naked, Anderson goes further, in blurring the boundaries 
between the genders.
The naked body is not only employed by both artists to challenge the 
categories ‘naked’ and ‘nude’, but to overcome male dominance. Schiele, in 
keeping with the social conditions of his time, emphasises the actual body of 
his models as strongly aware of the male gaze looking at the desired object 
exhibited. Despite the sexual promise of the model, which implies a readiness 
for voyeurism, the naked figure overcomes and challenges the male gaze -  
not as a woman but as a painting, as a work of art, of ‘beauty’ created by the 
painter; as such, it belongs to him only. Similarly, in Anderson’s dance the 
audience’s attention is drawn to the dancers’ bodies, and while the various 
poses they perform are made intensely erotic and reflect unrest, it is the 
actual bodies that subvert Schiele’s kind of heteronormative erotic 
representation. In transforming the model from an object into a subject, 
Anderson enables the model to overcome the artist.
The question remains whether the dance’s spectator -  watching 
‘naked’ dancers/models, which refers to Schiele’s young children and women 
models in intimate erotic poses -  is still placed in the position of a voyeur of 
an erotic spectacle. Schiele’s own words, written in a letter to Leopold 
Czihaczek in September 1, 1911, “The erotic work of art is also sacred!” (in 
Werkner, 1994, p. 59), express a recognition of the existential aspect of Eros 
as well as a defense of his own work. Anderson, for whom gender is a 
pervasive subtext — in this dance as well as in her other choreographies — 
declares that
all of his [Schiele’s] paintings -  all the naked women, his own 
self-portraits masturbating and things, as well as his paintings 
of clothed people — they’re all him, they are all really self- 
portraits.
Robertson, 1998, p. 19.
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These words, apart from demonstrating her engagement with gender issues, 
might also be considered as her justification of Schiele’s entry into taboo 
areas.
Conclusions
Anderson keeps open the boundaries between the arts of dance and painting 
when she transforms and appropriates discourses that pertain distinctly to 
pictorial art into the medium of dance. Although the relationship she creates 
between the two art forms originates in the art of dance, it is not unilateral. 
The first two sections of this chapter elaborate on the penetration of 
discourses and ideas related to visual art into the art of dance. In this context, 
Anderson’s copying of images from Schiele’s art determines the direction of 
influence -  from pictorial art towards dance, enriching the latter. A reverse 
influence is evident in the last two sections, demonstrating how Anderson 
appropriates visual art themes, such as ‘artist-and-model’ and ‘naked and 
nude’, in order to play with them and manipulate them. The end result is the 
undermining of normative power structures and subverted gender 
representations, referring not only to the art of dance but to pictorial art as 
well. The formulation of these fluid boundaries constitutes Anderson’s unique, 
marked contribution to hybrid relationships between the arts of dance and 
painting.
152
Notes
 ^ His prison self-portraits were done without aid of the mirror. Though the 
poses are all horizontal the signatures and inscriptions give the drawings a 
vertical reading.
 ^More on Greenberg’s theory see section 2.1 "More is not Less”, and section 
2.3 “Re-presenting Past Recollection”.
® Werkner (1994) further suggests that Schiele’s handling of the image blurs 
the distinction between sickness and health.
Drostan Madden composed some very quiet music for the dance, which 
serves as a background to the dancers’ movement, along with more powerful 
music. He also incorporated ‘found’ music in this work, demonstrating a non- 
hierarchical stance of postmodernism (Jameson, 1988) and the broken 
boundaries between high art and popular culture.
® In the case of Picasso, Leal et al (2000) argue, the artist has painted, drawn 
and etched so many images throughout the course of his career that they had 
become almost a genre in itself.
® For a Lacanian psychoanalysis reading in relation to this focus on Schiele’s 
use of the mirror see Dorothy Rowe’s article “Cultural Crossings: Performing 
Race and transgender in the Work of moti roti” (in Difference and Excess in 
Contemporary Art. Ed. Perry Gill, Oxford: Blackwell, 2004). In it the mirror is 
central to a performative act, but in a knowingly postmodern (rather than a 
modernist) way.
 ^Neubauer argues in The Fin-de-Siècie Vienna (1992) that the innovations of 
the Brücke artists as well as of Kokoschka and Schiele depicted diffuse 
identity and androgynous figures in term of double portraits. Their striving for 
authenticity lead them to adolescence, the central theme of their style in 1909- 
1911.
® It was Aristotle who set out the classical idea of unity and integrity of form 
that has had a lasting influence on Western culture (Nead, 1997).
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Chapter 5 
Blurred Gender Boundaries
This chapter examines the different concepts that controlled what was and is 
‘acceptable’ in society and in art in early and late century, as these relate 
to gender and sexuality in the work of both Schiele and Anderson. These 
issues are considered in the context of an analysis of the relationships 
between dance and painting, as they pertain to the dance’s representation of 
how both artists address them.
The first section is concerned with Anderson’s acknowledgment of the 
‘climate’ in which Schiele was working and her attempts to bridge the gap that 
separates him from us. An investigation of how the notions of eroticism and 
pornography were viewed in Schiele’s time and how Anderson juxtaposes 
contemporary and traditional views and within her dance is proposed in the 
second section. This leads to the “Possibility of Queerness", in which 
contemporary queer theories, recently applied to art, and their usefulness in 
an appreciation of Schiele and Anderson’s works are discussed.
5.1 Changes Through Time
Schiele’s reputation as an artist declined in his native country after his death.
It reached its lowest point in the 1930s and 1940s, when he was classed 
among others as a ‘degenerate artist’ by the Nazis (Bush, 1995). However, his 
art spread quickly in other countries. Otto Kallir, a collector, historian, writer, 
publisher and connoisseur, who knew Schiele personally, was one of the first 
people to recognise his ta lent . In  1923 he founded the Neue Gallerie in 
Vienna and devoted the gallery’s first show to Schiele’s one-man exhibition, 
and later, in 1928, introduced Austrian art in the United States (Kallir, 1981).
In 1939. Otto Kallir opened in New York a branch of his Parisian St. Etienne 
Gallery, in which he presented one-man shows of Austrian artists, including
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Kokoschka in 1940, and Schiele and Kubin in 1941.^ It was not until the 1960s 
that Schiele’s first major one-man exhibition was held in America. This was 
followed by an exhibition in Austria in 1963 and one in London in 1964. Thirty 
four years elapsed before a second London exhibition, “Vienna Secession, Art 
Nouveau to 1970”, was held at the Royal Academy.
Comini (1974) claims that Schiele, who pushed and extended the 
boundaries of his art, took pleasure in shocking the public. Schroder (1995) 
argues that behind Schiele’s self-portraits (especially those from 1910-11) lies 
the idealisation of suffering in the ‘Romantic cult of genius’ which he uses as 
the means to characterise the artist’s psyche. Schroder continues to argue 
that what distinguishes Schiele from other artists is what was seen at the time 
as the “ugliness and obscenity that brand the artist as a deviant from the 
norm” (1995, p. 57). It is not surprising, therefore, that due to that “ugliness 
and obscenity” general public opinion remained hostile towards Schiele in his 
own native country. Benesch (1973) recalls that although Schiele did 
encounter people who appreciated his art, his paintings rarely found buyers 
and he could not have earned his living by it. According to him, the artist was 
aware of his status as an ‘outsider’ and masked it with a conviction of his own 
superiority, turning his suffering into a source of narcissistic self-imagery. As a 
result of this hostility, the artist’s life became an ongoing struggle for financial 
assistance, which also imprisoned him in the ‘offensive’ aspect of his art.
Although Schiele was concerned with various manifestations of 
sexuality, he was a typical male of his time. In his art, he created a 
representational structure of a heterosexual model, within which femininity 
was exploited. There is a clear division in his work between a man’s world, 
which is intellectual enough to tolerate experiments in expressiveness, and a 
woman’s world, whose function was to present an image of sensuality. This 
classification embraces the prevailing tension between the sexes in turn-of- 
the-century Vienna (Werkner, 1989). Susan Leigh Foster, the American dance 
scholar, argues in her introductory essay to Choreographing History that each 
body performs actions in “a style both shared and unique” (1995, p. 5). 
Schiele’s models indeed performed their gestures and movements in a 
historical style both shared and unique: it mirrors the aesthetic and political 
values of their era, while also reflecting how Schiele himself, a product of his
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time, was able to observe, ‘choreograph’ and draw their gestures. Anderson, 
who declares that all the movements performed in her dance are borrowed 
from Schiele’s drawings, uses these recorded bodily actions knowingly to 
create her own art, which is experienced and represented by her dancers in a 
very different cultural landscape -  postmodernism.
Examining Schiele’s art retrospectively, in the late 20‘^  century, 
Schroder (1995) argues that the artist, like Austrian Expressionism in general, 
was concerned with the destruction of taboos. As noted above, one of 
Schiele’s earliest nude models was his sister Gerti, in 1910 (plate 27); another 
example is Self Portrait Nude Facing Front (1910) in which the artist looks at 
himself in the mirror while experiencing orgasm. The poses Schiele used 
illustrate that no taboo was to be observed as to the subjects of his drawings. 
Since the act of these particular taboos’ destruction is no longer a real 
experience to us, in either sensual or emotional terms, some of their original 
impact has been lost. Girls masturbating, and lesbian couples or men and 
women copulating, do not appall the contemporary beholder to quite the same 
extent as any of Schiele’s contemporaries, Schroder notes, and yet looking at 
a masturbating woman from a purely formal perspective is to ignore the 
historical context within which the work was created.® No effort to reconstruct 
the primary act of consumption or enjoyment derived from the original breach 
of taboos can turn us into Schiele’s contemporaries. Schiele’s self-portraits, 
however, conduct a constantly renewed dialogue with the viewer, since “the 
implicit closeness is meant to leap the gulf of history that separates us from 
the artist” (Schroder, 1995, p. 45), and his erotic drawings and paintings, as 
well as his grimacing self-portraits, still attract response from today’s viewer. 
While one might explain their effect through the presence of the obscene, 
claims Schroder, the aesthete regards fixing the pleasure upon such an 
objective as a failure to recognise that art is an end in itself. Schroder 
concludes his elaborate argument in saying that “the end product of nude 
figures is the very thing that caused them to be made in the first place” (1995, 
p. 46). This suggests that Schiele’s contemporary was likely to sway between 
the pleasure of voyeurism and the “constantly endangered reassurance of 
regarding the erotic motif as legitimised by the institution of Art” (Schroder, 
1995, p. 45).
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Anderson, a female choreographer, knowingly ‘copies’ and employs 
male dancers to perform the gestures of Schiele’s female nudes: conveying 
the appearance of Schiele’s ‘naked’ models, making physical contact as seen 
in his drawings, or exposing their body parts (see section 4.4 “Nudity -  A form 
of Dress”). It becomes apparent that she challenges the traditional notions of 
femininity and masculinity. Anderson uses her dance as a field for 
investigation, in which she examines how sexualities and gender differences 
are inscribed through bodily actions -  for instance, by transforming the lesbian 
sexual relations in Schiele’s drawings into homosexual love-making in her 
dance. As discussed above, the act of reproduction involves repetition and 
with it temporariness and the possibility of change (Benjamin, 1998). The use 
of a citation of female bodies from another time and art, performed by male 
dancers, emphasises the idea that the human body only becomes feminine or 
masculine when it comes into contact with a cultural discourse that endows it 
with meaning. Anderson, aware of cultural practices, unfolds and reveals the 
mechanism of patriarchal society in fin-de-siècle Vienna and points to its 
manifestations in femininity, in body and sex as illustrated by Schiele’s 
models.
Sexuality is a discursive production of power and of the propagation of 
knowledge, argues Michel Foucault in The History of Sexuality (1990). He 
claims that modernity carried under its wings new policing of the subject, 
demanding different and distinct fields of discourse. Foucault illustrates this 
idea with the line he draws from the Christian Pastoral to its projection in 
literature, of the detailed erotic confession of The Marquis de Sade (in Les 
120 Journées de Sodome). Taking a similar route, Schiele uses his art for a 
detailed confession of sexuality and its repression, which is comprised of the 
passion to know, the challenge and the promise of pleasure. According to this 
theory, Schiele sets himself outside the field of power when he challenges and 
exposes various manifestations of sexuality in his art, not following the 
accepted course of the establishment, the academy.
Anderson, who uses Schiele’s drawings and paintings to constitute her 
own aesthetics, states that the process of evoking and representing Schiele’s 
feelings with her male dancers’ bodies was “very, very dark with some quite 
disturbing sequences ” of “intense Expressionist activity (in Robertson, 1998,
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p. 19). Taking on Schiele’s art, Anderson, who works with different dancers’ 
bodies and has a strong sense of each dancer’s individuality, uses the 
devices of shadows, exaggerated expressions, coloured suits and make-up to 
make her own point. She claims: “what I say through his poses is bound to be 
very different from what he was saying” (Parry, 1998), adding elsewhere that 
her dance “is really about my response to his work” (Watson, 1998, p. 5). In 
her attempt to bridge a gap of some eight decades in her work, Anderson 
does so partly by reconstructing the movements and poses of what might 
have been the ‘Lost Dances” of Egon Schiele (Robertson, 1998)."  ^ She 
appropriates Schiele’s ‘flat’ gestures and postures, and breathes life into 
them. The process was the same as in her other choreographies, which begin 
from the compiled ideas, drawings and found images in her notebooks. She 
chose Schiele’s little drawings of figures in proscenium-like boxes, which 
meant that the dancers had to invent new muscle memories, as discussed in 
the section 4.2 “Texture -  Movement and Colour”. However, when her 
dancers are asked how they view Schiele, Rem Lee answers that “the show is 
inspired by the physicality of his [Schiele’s] work, but it’s not about him” (in 
Hutera, 1998, p. 34), and Stephen Kirkham adds, “in the end, it’s about us” (in 
Hutera, 1998, p. 34).
Anderson acknowledges the impossibility of severing this particular 
artist from his art; however, she is not telling his life story (Hutera, 1998). For 
her, the dance becomes a way of staging and dealing with sexuality, among 
other things, and its relationship with the audiences, which exceeds a simple 
heterosexual model. As Jane Desmond argues in “Making the Invisible 
Visible”, “how one moves, and how one moves in relation to others, 
constitutes a public enactment of sexuality and gender” (2001, p. 6). Anderson 
creates on stage a new space for alternative desires, performed against the 
conventions of mainstream theatre-dance, working against heteronormative 
presentations that posit a male viewing position and a female object.
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5.2 Eroticism -  Pornography for the Elite?
A black-framed picture of a figure pulling up its clothes to expose its bare 
torso is possibly the work Schiele mentioned in his prison diary as one that the 
police seized as ‘pornographic’ (Comini, 1974). Werkner (1989) indicates that 
Schiele’s use of props, such as stockings and underclothes, shoes and 
ribbons, was meant to heighten the erotic effect of what he expresses through 
colour. However, unlike other artists dealing with sexuality before him, 
Schiele, with his reputation for ‘pornographic’ drawings, was sent to prison for 
twenty four days, and one of his drawings was burned in front of him by the 
judge. The fact that within the history of erotic art there were many other 
painters who drew ‘blatant’ nudes, like Gustav Courbet or Edouard Manet, did 
not help Schiele in his situation. His art, according to Benesch, “met with 
violent opposition on the part of the conservative majority of the Austrian 
public“ (1973, p. 199). Within the tendency of permissiveness at the turn of the 
twentieth century, the aspect of eroticism in Schiele’s art, with its deviation 
from the norm considered as ideal, became society’s Other, hence 
pornography.
Regarding Schiele’s work in relation to the history of erotic art raises the 
question of how it is determined which work is pornographic and which erotic. 
When Anderson asks her all-male company to perform the movements and 
gestures of Schiele’s female nudes, she not only challenges tradition but also 
makes a strong feminist statement. Her feminist point of view exposes the 
position and bias of Schiele, a male artist representative of heteronormative 
culture of fin-de-siècle Vienna. At the same time, Anderson presents her ways 
of experiencing the world, declaring her own perspectives through her art, 
which is a recounting of how she, a member of a particular society, lives.® As 
already pointed out in the second chapter, “Hands Dance, Hands Walk and 
Hands Talk”, Anderson expressed her feminist tendencies in a conversation 
with the dance critic Witzeling about Metalcholica (1994), saying that she is 
careful with how the female dancers are presented in her works. When talking 
about her first dance The Cholmondeley Sisters (1984), she indicated her 
interest in the concept of feminine solidarity within feminist networks. The
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feminist movement and its critique are significant in the discourse of the 
boundaries separating eroticism from pornography, and it has become an 
important defining influence in Western society.
Satyrs shown with erect phalluses with their sexual partners, nymphs 
and animals, or a satyr copulating with a doe are two examples of what is 
considered to be the earliest erotic scenes in Western culture, by the art 
historian Simon Wilson, who traces the sources of erotic art in his “Short 
History of Western Erotic Art” (1973).® Erotic representations, which began to 
appear during the Hellenistic and Roman period, disappeared from Western 
art after the triumph of Christianity in the fourth century, only to reappear in 
Christian art as “an object of humiliation and shame, on the official level at 
least” (Wilson, 1973, p. 13). If in Romanesque and Gothic cathedrals didactic 
religious themes appeared in the visible parts of buildings (doorways, façade), 
the space for the expressive erotic fantasies of the craftsman was found in the 
less visible and accessible parts of the building (roofs, under-sides of the 
seats of the choir stalls). By the beginning of the fifteenth century the Gothic 
nude is, according to Wilson (1973), more erotic than the Renaissance nude. 
Its realism, he claims, is “the key to provoking a physical as opposed to an 
intellectual erotic response” (Wilson, 1973, p. 15). The Renaissance nude, 
stressing the classical nude as an ideal form, raises the question whether it 
can, and should also be viewed as erotic. The wealthy patronage of Mannerist 
art in the sixteenth century was one of the reasons for explicit manifestations 
of eroticism in art, and later still, the Victorians approved of the classical nude 
as an ideal form.
In pictorial art, eroticism is perceived as a traditional genre, while 
pornography is viewed in Western culture as obscenity, literally meaning the 
depiction of sexual representation intended to produce sexual excitement only 
(Bullock, 1988). Different meanings have been ascribed in different eras to the 
same representations, changed views of which works are erotic versus 
pornographic, a reflection of changing values in societies. The classification of 
the erotic and the pornographic reflects a society’s position in terms of its 
capacity for openness and its need to be flexible or rigid — all results of local 
circumstances, such as religious positions. A recent example is Fiachra 
Gibbons’ (2002) review about a complaint from a passerby, which threatened
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the Rhodes + Mann gallery owner in London with arrest for showing a picture 
of a girl in a bath taken by her mother artist, Sonja Strba. That picture, taken 
17 years ago, had already been published in a book and shown in several 
major European galleries without complaint/
Michel Foucault (1990) describes the various categories of sexuality as 
social and historical products. In his analysis of the discourses of sexuality 
since the eighteenth century, he claims that not only have prohibitions on 
sexuality not decreased its manifestations, but in fact enabled the seeding and 
formation of a mosaic of sexualities. Distinctive pleasures thrived though 
channels of power; one of them is pornography, a medium that increases the 
power of marginal sexualities. Pornography, Foucault (1990) argues, 
combines power and pleasure within a mechanism of provocation and 
persuasion (such as the examples he gives in the fields of medicine or 
psychiatry).
Thomas M. Messer (in Wilson, 1973) writes about Schiele’s (and 
Klimt’s) erotic art in his introduction to the catalogue of the Guggenheim’s 
1965 exhibition that the artist felt compelled to visualise for himself and for 
others what had until then been relegated to the most private domain. Wilson 
reasons that Schiele’s reputation as a pornographic draughtsman resulted 
from his frank depictions of the body, because “the work itself agonizingly 
reflects the profound sexual anxieties of modern man” (1973, p. 29).® The art 
historian Rosa Bush (1995), who compares the erotic art of Klimt and Schiele, 
elaborates on this argument, claiming that Schiele’s art was denounced as 
pornography because he highly accentuated his nudes through action, colour, 
gaze and their participation in a sexual exchange. Comparing Klimt’s Two 
Women Friends (1916-17) with Schiele’s Two Girls Embracing Each Other 
(1915), Bush argues that the latter presents a much more aggressive and 
blatantly sexual image, the bodies angular and awkwardly overlapping, calling 
attention to their sexuality through “reddening physical areas of tension or 
especial sexuality”, and “the intense glaring at the viewer” (1973, p. 9). By 
doing so, she suggests, Schiele forced the viewer to “look into the hard stare 
of his subject, in order to look deep within him/herself [the viewer] to find the 
inner truth ” (Bush, 1995, p. 10). Bush claims that unlike Schiele, Klimt 
subverts the visual sexuality of his subjects by using hidden symbols,
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reaching the viewer to “stir his/her consciousness to a level of sensuous 
excitement” (Bush, 1995, p. 10).
Gloria Steinem, who examines the definitions of 'erotica' and 
‘pornography’ in her article “Erotica and Pornography: A Clear and Present 
Difference” (1980), argues that these concepts are used as a mode of 
communication since they carry personal messages. She defines the erotic as 
“a mutually pleasurable, sexual expression between people who have enough 
power to be there by positive choice”, while she views pornography as 
characterized by violence and dominance, “sex being used to reinforce some 
inequality, or to create one, or to tell us that pain and humiliation are really the 
same as pleasure” (Steinem, 1980, p. 37).
The rallying motto of the feminist anti-porn group, “pom is the theory, 
rape is the practice”, gives expression to a view of pornography as a social 
case of sexuality (in Kappeler, 1994, p. 35). Catherine MacKinnon (1989), a 
lawyer and anti-pornography activist, claims that pornography is the essence 
of a sexist social order, and that its explicit materials subordinate women 
through pictures or words.® Furthermore, since pornography works within the 
traditional gender hierarchy, it institutionalises the supremacy of male 
sexuality. Pornography presents itself as fantasy or idea, she claims, while 
actually it distributes power in such a way that women’s rights are at stake. As 
regards art, MacKinnon rejects the distinction between the public and the 
private, claiming that the experience of male audiences is not fantasy but 
sexual reality, and that “sex in life is no less mediated than it is in art. Men 
have sex with their image of a woman” (MacKinnon, 1989, p. 199).
Helen McDonald, who outlines feminist contemporary debates 
concerning pornography within feminism, asserts in “Re-visioning the Female 
Nude” (2001) that anti-pornography feminists tend to ignore pleasure 
altogether. Deirdre English has recognised the dangers of feminism aligning 
itself with censorship and law, as it is the conservatives, she claims, who 
usually “sponsor censorship crusades” against feminist books as well as 
pornography (in Kappeler, 1994, p. 36). This feminist approach denies that a 
link between pornography and criminal sexual practice in reality can be 
proven, and asserts a fundamental difference between fantasy and reality. 
Kappeler, who objects to the liberal approach, argues that what would
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significantly advance the discourse of pornography is the recognition that it is 
a form of representation, since these forms and their conventions have 
become ‘transparent’, as if they were reflections of reality, while they actually 
have “a genesis in material production” (1994, p. 3). She presents a very 
generalised argument, claiming that the transparency of pornography takes us 
out of the comfortable seclusion of the Arts and leads us to examine the 
functions of its representations in society.
Angela Carter also takes an iconoclastic stand on this issue, in 
“Pornography in the Service of Women” (2000),’'° by not distinguishing 
between the two concepts, stating that eroticism is “pornography for the elite” 
(a statement borrowed for the title of this section). Since sexuality is never 
expressed in a vacuum, she concludes, pornography “can never be art for 
art’s sake” (2000, p. 534). Of the several functions of pornographic literature, 
she asserts, the arousing of sexual excitement becomes the most significant 
function, and the narrative of pornographic literature turns flesh into words. 
Thus, although art may deal with verbal simulacrum, the reader, usually a 
man, applies the false universels of sexual archetypes to “purchase the flesh 
of other people as if it were meat” (Carter, 2000, p. 535). Pornography in art, 
according to Carter, always remains within the conventions of a system of 
values and ideas in a given society.
Already in 1969, Susan Sontag had referred in her article “The 
Pornographic Imagination” to three domains of pornography: in social history, 
as a psychological phenomenon, and within the arts. She claims that from the 
social and psychological standpoint all pornographic texts have the same 
status -  they are documents. As a psychological phenomenon, for example, 
pornography is the representation of the fantasies of infantile sexual life for 
purchase by so-called adults, and social pornography becomes “the disease 
of a whole culture” (1969, p. 37). From art’s point of view, some of these texts 
may become ‘something else’. When she argues for the recognition of artistic 
values in certain contemporary pornographic literature, she refrains from the 
feminist movement’s negative attitude towards all kinds of pornography since, 
in her view, while pornography is commonly treated as only a social or 
psychological phenomenon and a locus for moral concern, there can be no 
argument that some books that she terms as pornographic are interesting and
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important as works of art. Georges Bataille takes a similar approach in his 
book The Accursed Share (1993), arguing that humanity forms various 
‘worlds’ that exclude and ignore one another; two of these are eroticism and 
thought.''^ It isn’t that man’s sexual activity is forbidden in principle, says 
Bataille; only eroticism that is “marked off by the violation of rules” is forbidden 
(1993, p. 124). Sontag suggests that “’the obscene’ is a primal notion of 
human consciousness, something much more profound than the backwash of 
a sick society’s aversion to the body” (1969, p. 57).
Sontag (1969) challenges the two definitions of pornography that 
Western society provides: the explicit representation of sexual acts, and the 
notion that it has no value but sexual stimulation. She does so in relation to 
The Story of O published under the pseudonym Pauline Réage and Bataille’s 
Histoire de l ’Oeü,^^ both of which she claims are literature. Most of the 
arguments claiming that pornography is not literature are based on the view 
that the standards of literature are irrelevant to it, or that pornography is a 
lower class of literature. Sontag (1969), however, suggests that artistic 
standards of literature, such as narrative form, elegance of writing, and 
psychological credibility, are inherent in The Story of O. These elements are 
expressed in the same manner as in many non-pornographic works of 
contemporary fiction. The stronger accusation against pornographic works, 
Sontag writes, is that the sexual arousal of the reader is opposed to a genuine 
aesthetic experience. She opposes this argument by suggesting that other 
genres in popular literature resemble pornography in several ways. Detective 
stories, for example, stimulate physical reactions that are also an essential 
characteristic of pornography, and the use of a literary theme such as 
religious obsession is similar to themes in pornographic literature. Thus, 
Sontag asserts, “some of these [pornographic] texts cannot be refused 
accreditation as serious literature” (1969, p. 36).
In support of this argument, the art critic Arthur Roessler addresses the 
‘offensive’ aspect of Schiele’s art, and writes: “anyone who sees in Schiele’s 
works of art only the nakedness, only the obscene nakedness and nothing 
else, is past helping” (in Schroder, 1995, p. 47). The feminist Pat Califia, in 
confessing that she is a sadist, claims that pornographic fantasies are not 
exclusively for men, but, represent the “human need for adventure, risk,
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competition, self-display, pleasurable stimulation and novelty” (in McDonald, 
2001, p. 34), thus weakening the argument of the anti-pornography feminists 
who claim to speak on behalf of all women. Sontag elaborates on that point 
and says that pornography is an expression of the human imagination, and 
“he who transgresses not only breaks a rule. He goes somewhere that the 
others are not; and he knows something the others don’t know” (1969, p. 71). 
Any widening experience might be destructive for most people, and 
pornography is such an experience. Sontag stand is that the issue should not 
be whether pornography acquires artistic values, but rather, what is the quality 
of the knowledge within pornography that enables it to be considered an 
artistic genre. In this light, Schiele’s pornographic art should be considered as 
art since it has doubtless artistic qualities.
In movement terms, Anderson reconstructs Schiele’s poses, in this 
case from his ‘pornographic’ drawings of adolescent female models, using 
transitional movement. Although they do not perform these poses and 
gestures naked, their performance is saturated with desire. They accentuate 
the movements and poses of their loins performed knowingly to the gaze of 
the spectators (on stage) and audience (in the theatre). They touch their 
partners and caress them intimately and passionately, and use facial 
expression to express their desire. Anderson knowingly draws the spectator’s 
attention to a sense of continuity with the past, linking the dance to 
characteristic past representations of these poses as resonating with desire, 
as well as with aesthetic values. She makes it clear that she is well aware of 
the criticisms of Western ways of viewing and representing the female body 
(for instance, in John Berger’s Ways of Seeing, 1972) and of feminist theories 
of spectatorship. In her dance, she creates a unique field of power in which 
the various techniques of power — desire, sexuality, seduction, intensity — are 
distinguished. Through the changes she introduces into Schiele’s 
‘pornographic’ representations (her choice that male dancers represent 
movement and gestures of Schiele’s female models), she reveals the power 
relationships that construct them and opens them to different ways of reading.
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5.3 The Possibilities of Queerness
Everything about Anderson’s dance -  her choice of Schiele’s art, her choice 
that male dancers represent Schiele’s female models, the sensuous desire 
performed by same-sex dancers, the dancers’ gaze as both objects and 
voyeurs at the same time -  all point to her engagement with fluid gender 
identities. Anderson’s preoccupation with gender identity is also emphasised 
by her remark that in the process of making the dance she became aware that 
naked men were presenting naked w o m e n . I n  this sense she uses her 
dance as a way to ‘queer’ masculinity and femininity, homosexuality and 
heterosexuality, and thus steps outside heteronormativity.^"^ Susan Leigh 
Foster unfurls the connecting thread between sexology and dance in her 
article “Closets Full of Dances”, i n  which she states:
By situating choreography and sexology side by side, I want 
to argue for parity of the two practices as forms of knowledge 
production that theorize identity and corporeality
2001, p. 151.
Foster’s argument that the discursive sites of dance and sexology open 
themselves up to various readings points to the importance of the growing 
popularity of ‘queer’ issues in art since the 1980s -  the time when Anderson 
has started creating her choreographies -  which might serve in an 
appreciation of Schiele and Anderson’s works and their focus on fluid 
identities.
‘Queer’, as a critical term, has a highly elastic sense of history, argues 
Annamarie Jagose in her introductory chapter to Queer Theory (1996). The 
continuity with previous gay liberationist and lesbian feminist models has 
influenced newer theories that depict identity operation as power, and locate it 
within a poststructuralist context, she further argues. The changes, however, 
are not specific to queer theories but characteristic of poststructuralism in 
general, because these changes are “informed by historically specific 
knowledges which constitute late twentieth-century western thought (Jagose,
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1996, p. 77). Based on Foucault's theory of reconceptualised identity, she 
claims that within poststructuralism the very notion of identity as a coherent 
sense of the self is perceived as a cultural construction.
In Critically Queer (2001), Judith Butler, a contemporary American 
writer on gender and sexual topics, presents central problems relating to the 
political and theoretical implications of the abandonment of identity through 
‘queer’ politics and identity. Queerness in this context operates as a challenge 
questioning the heteronormative, and is a practice of interpretation. Tamsin 
Spargo, in Foucault and Queer Theory (2002), discusses how queer theories 
stem from Foucault’s argument that sexuality is socially structured, although 
these theories have developed regardless of Foucault’s historical focus on 
Europe and his concern with the history of male sexuality. People who once 
named themselves ‘lesbian’ or ‘gay’ adopted with pride the term ‘queer’ -  that 
had until then served as an insult -  as an indicator of breaking boundaries. As 
suggested by queer theory, the inability and the unwillingness to identify fully 
with a single social identity indicates instability and a lack of wholeness in the 
construction of the subject. Thus, Anderson challenges accepted conventional 
theoretical knowledge of gender construction -  according to which gender is 
either male or female, homosexual or heterosexual -  and presents unstable, 
‘queer’ gender identities.
Butler, who adopts and than expands upon Foucault’s theory of 
sexuality to include gender theories, claims in Gender Trouble (1990) that 
identity need not perceived as fixed; rather, it is possible to regard it as gender 
performance, created by a repetition of policing control of such 
performances.''® Political power acts as a discourse through performance, 
Butler (2001) suggests, and gains its power in the stylised repetition of 
performative acts. Queerness draws its power — and destabilises it — from the 
same repetitiveness that operates within performances. Although repetitive 
performances are never the same as copies, the ‘success’ of any performative 
act gains its authority from the repetition or citation of a previous authoritative 
construction of practices. This view of performatiVity acknowledges that each 
discourse not only has a history that precedes its contemporary uses, but that 
history also conditions it; this efficiently disrupts the concept of the subject as 
the unique source of its utterances. According to this view, Anderson s
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appropriation of Schiele’s art and the changes she introduces to it -  such as 
female desire represented by male dancers -  challenges the history of the 
discourse of sex, sexuality and gender, and criticises the accepted 
constructed concept of gender identity.
Butler (1990) argues that the individual is a product of language and 
specific discourses connected to the distribution of knowledge. The individual 
constructs his/her sexual identification from possibilities that are set by a 
cultural net of different discourses. Like Foucault before her, she undermines 
the distinction between ‘natural’ sex and ‘cultural’ gender, which had been one 
of the foundations of feminist t heory .But l er  argues that
Inasmuch as ‘identity’ is assured through the stabilizing 
concepts of sex, gender, and sexuality, the very notion of ‘the 
person’ is called into question by the cultural emergence of 
those ‘incoherent’ or ‘discontinuous’ gendered beings who 
appear to be persons but who fail to conform to the gendered 
norms of cultural intelligibility by which persons are defined.
1991, p. 17.
For Elspeth Probyn (1995) the point of departure and the method within 
queer theory is desire. In “Queer Belongings” (1995) she emphasises the 
singularities of desire as ‘a method of doing things’ in queer theory, and 
rejects the tendency to fix desire."'® Desire for Probyn is the movement 
between bodies and points of departures. That movement, she proposes, 
“foregrounds the body as a place of passage, moved by desire and being 
moved in return” (Probyn, 1995, p. 6). Desire is then freed from its 
embodiment in one object, enabling it to move from one body to another. 
Carol Giliigan elaborates on the notion of desire in Birth ofPieasure (2002), in 
which she rejects the traditional psychological approach that connects desire 
with the Oedipus myth. She claims that the Oedipus myth is set in a 
patriarchal frame, where Oedipus is drawn first to his father, whom he kills, 
than to his mother, whom he marries, and last to the truth -  who he is and 
what has happened to him. She suggests an alternative myth, that of Cupid 
and Psyche/9 which describes “love leading to loss, pleasure followed by the 
threat of impending death” (Giliigan, 2002, p. 27), claiming that this is a
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feminist tale because Psyche breaks taboo in looking at Cupid and speaking 
to him about their love, in a world where Cupid tries to hide his.
In Anderson’s dance, desire shifts in endless circles, from the audience 
watching the dancers perform the models’ desire and back to the audience. At 
the same time, the choreographer’s desire for the painter’s art is placed on 
stage, represented and performed by the male dancers. Anderson’s personal 
interpretation frees the images from their position as belonging to Schiele and 
modernism. As Probyn (1995) suggests, she queers these images by 
rendering their relationship to other images and bodies strange. She makes 
her male dancers appropriate Schiele’s depictions of lesbian desire and 
perform seductive female gestures, problematising the gender categories that 
support heterosexual hierarchy. Since each image is an ensemble of images, 
desire is the force that connects or disconnects various images as well as the 
embodiment of the configuration of one body as an image of another, and vice 
versa.
Part of this movement of belonging is of nostalgia, Probyn (1995) 
further suggests, images that throw us back to a past and then turn around to 
be actualised in the present. Nostalgia, as Jameson (1988) defines in relation 
to film, is an attempt to satisfy a desire to experience dead forms again. 
Contemporary nostalgia is different in that it “seeks to reawaken a sense of 
the past associated with those objects” (Jameson, 1988, p. 19). Anne Sacks 
(2000) considers a lamentation of ‘cultural loss’ to be the topic of Dance 
Umbrella 1999, distinguishing between ‘negative’ and ‘positive’ grieving, 
between ‘cultural melancholia’ and ‘cultural mourning’. Sacks characterises 
cultural melancholia by its refusal to let go of the past and move on, and the 
cultural mourner as being able to reconfigure the past in new ways and 
transform its fragments into something new.^° In Anderson’s dance, nostalgia 
or ‘cultural mourning’ is evoked for images of the past, which are combined 
with those belonging to the present and are thus transformed.
The development of elaborate fluid identities and sexualities is 
Anderson’s way of adding another layer to the reading of her dance, as part of 
the history of homo/heterosexuality. Her engagement with queer dancing 
bodies centre stage, nonetheless, does not eliminate women s body from the 
dance. Within the dance, Anderson incorporates her own feminine desire for
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Schiele’s art, along with Schiele’s desire for his nude models and his self­
desire in his self-portraits. The embodiment of feminine features in masculine 
male bodies also endows the male body with a new desire. The dance opens 
up to multiplicity of readings and pleasures in the audience. Pushing the 
boundaries of heteronormative sexuality, Anderson exposes, refers to and 
rearranges the histories and the terminology of queerness, offering a new 
experience of the body’s capacity for pleasure. Women and men can dissolve 
in pleasure with images of gay male and gay male lesbian dancing bodies. 
Anderson, who artistically explores the contradictions that undermine the 
coherence of identity, destabilises the categories of ‘identity’ and ‘sexuality’ 
and generates a more sophisticated understanding of the interworkings of 
identity and power. This situates Anderson as a contributor to the queer 
discourse of the 1990s which, according to Jagose (1996) has begun to 
question and challenge identity categories and their promise of unity and 
political effectiveness.
Conclusions
The choice of an all-male company to perform and represent what others 
characterise as Schiele’s pornographic works of art indicates Anderson’s 
awareness of pornography and gender-related themes. She addresses these 
issues not confrontationally, but rather interweaves her stance into her 
presentation of Schiele’s work within the dance. While copying Schiele’s exact 
movements and poses, she plays with and deconstructs his gender and 
desire representations, thus elaborating these discourses as part of the 
feminist critique of her era.
As demonstrated in this chapter, Anderson exposes, refers to, and 
rearranges the specific histories of queer terminology to include new 
experiences of the body’s capacity for pleasure. A unique characteristic of her 
dance is an engagement with male bodies and homosexuality that does not 
eliminate women’s bodies within the dance; she incorporates her own 
feminine desire in it, along with Schiele’s desire for his models and himself as
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depicted in his drawings and self-portraits. The embodiment of feminine 
features into the masculine male bodies endows the male body with a new 
desire, whose implication is that all dancing bodies can dissolve in pleasure 
with other women and men. By calling into question and deconstructing 
conventional understandings of sexual identity categories, Anderson stretches 
the boundaries of these categories, while also abolishing the established 
distinctions between various forms of marginalised sexual identities.^^
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Notes
 ^ Motivated by his passion for the art of Schieie, Otto Kaiilr documented 
Schiele’s oeuvre in a catalogue raisonné, published in 1930.
 ^ Otto Kallir had to leave Austria in 1938, because most of the artists he 
exhibited in the preceding twenty years were branded ‘degenerate’ by the 
Nazi regime. He left for Switzerland, and when he did not get permission to 
work there he moved in that same year to Paris, where he established a 
gallery. Galerie St. Etienne. In the summer of 1939 he had to leave once 
more, this time for America, where he created a new life for himself.
® Schroder points out that masturbation was defined in Schiele’s time as 
pathological, while the sight of homosexual love was held to be sexually 
arousing.
 ^ In 2002 Anderson created her video-dance The Lost Dances of Egon 
Schieie, see appendices 1 and 2 for details.
® For an overview of feminist theories which are particularly pertinent to dance 
see Carol Brown (1994), and Alexandra Carter (1995) on feminist 
methodologies.
® These vase paintings of Bacchanalias were found on classical Greek art 
dating from the middle of the sixth-century B.C.
 ^ On the internet, the article is linked to other websites, all of which are 
concerned with criticism of paedophiles.
8 The only other artist Wilson mentions as pornographic is Felicien Rops.
 ^ MacKinnon battles, legally and politically, to have anti-pomography 
ordinances enacted in several cities in the United States.
First published in The Sadeian Woman and Ideology of Pornography, 
Pantheon Books, 1979.
Corresponding the great binary oppositions: body-mind, flesh-mind, instinct- 
reason.
Bataille first published that erotic story in 1928, under the pseudonym Lord 
Auch.
Anderson commented on this during a discussion with Susan Leigh Foster 
at the conference “Re-Embodying Histories: Recent Works of Lea Anderson , 
held at the University College Chichester, UK, 12 October 2002.
According to Webster’s New World Dictionary (1984), the term ‘queer’ 
denotes: different, odd, strange, shady, crooked, slightly ill, faint, suspicious,
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spoiled, out of order, eccentric, of questionable character, homosexual, 
lesbian.
Foster demonstrates, for instance, the relation between Guy 
Hocquenghem’s sexual theory and Mangrove’s all-male company, and 
between queer theory and the work of Mathew Bourne.
The term ‘performance’, as used here, stems from British philosopher J. L. 
Austin’s theory of Speech Acts, according to which certain speech acts, like 
marriage ceremonies, are characterised by an inherent compulsory power.
Foucault’s radical narrative of repressed Victorian sexuality in The History 
of Sexuality (1990) addresses sexuality not as natural, essential or biological 
matter, but as socially structured.
Probyn (1995) departs from the modern conceptions of desire whose 
assumptions were related to the birth of psychoanalysis, informing the 
foundation from which to consider questions of queer desire.
The myth tells how Psyche’s mortal beauty turned her into an object, 
isolating her so that no one would marry her. Cupid, upon falling in love with 
Psyche when sent by jealous Venus to make her fall in love with a monster, 
instructs her that she must not attempt to see him nor ever speak about their 
love. However, she does look at Cupid, only to discover that her mysterious 
lover is the god of love. Psyche falls in love with Cupid when she disregards 
his prohibition, and Cupid leaves Psyche at the very moment that she falls in 
love with him.
Sacks (2000) demonstrates this notion through Anderson’s Smithereens 
(1999), in which a lamentation of the death of decadence, inspired by German 
cabaret of the 1930s, is represented through Dadaism and Futurism. She 
claims that the nostalgia evoked by Anderson is for the wild degeneracy in 
these movements, which can be seen as a rebellion against contemporary 
culture and life.
The implications of the deconstruction of identity are elaborated by Diana 
Fuss, who asks “can feminist, gay, or lesbian subjects afford to dispense with 
the notion of unified, stable identities or must we begin to base our politics on 
something other than identity? What, in other words, is the politics of identity 
politics’?” (in Jagose, 1996, p. 93).
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Chapter 6
HIstory/Herstory: Drawing the Past into the
Present
This final chapter is concerned with the way Anderson confronts and 
juxtaposes memory and modes of representation in both the arts of dance 
and painting. As already discussed, Anderson challenges old traditions 
through her employment of deconstruction and pastiche. The argument here 
is that the specific manifestations of her play with the past and the present 
endow the past with meaning in the present. Certain issues are raised in 
consequence, such as what is the significance of a contemporary artist 
playing in a different mode with a past model of visual art -  i.e.. 
Expressionism? And what is special in Anderson’s way of copying Schiele’s 
art? From a historical point of view, does the return to a model of art from the 
past support the development of a new practice or challenge it? The second 
section is engaged with appropriation as a critical tool, not of documentation, 
but of knowingly representing the past. This brings about a need to discuss 
the complexity of representation operated by Anderson and how it is different 
from what was done before.
Ideas of ambiguity, discussed in the third section, “Tolerance of 
Ambiguity”, arise from the hybrid nature of Anderson’s work. The juxtaposition 
of the arts of dance and paintings, the different artistic styles of Expressionism 
and postmodernism, and past and present, all contribute to a web of possible 
theoretical insights that inform the analysis of the dance. The shift of attention 
towards the reader/spectator results from the imposed multiple theoretical 
discourses. How the reader might interact with the dance is discussed in the 
last section “Choreographer and Audience as Readers”.
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6.1 Re-Playing with Schiele
Walking slowly backwards with their hands placed in their trouser pockets, six 
dancers enter centre stage from left. They move to the sound of Drostan 
Madden’s original rhythmic music with his mechanical version of Strauss’ The 
Blue Danube. Bodies are lit by neon tubes arranged in an enclosed 
rectangular configuration on the ground, and the dancers who move in that 
last section, ‘Conclusion’, do so in slow pace. When they reach centre stage 
they pause with their backs tilted backwards, as if they had to cease 
movement abruptly. The dancers’ posture seems almost as if they were 
suspended in the air, their heads and upper bodies distant from their feet. 
These poses refer to Schiele’s expressionistic idiom -  the unique, 
unsupported upright poses of his models. Anderson creates the illusion that 
her dancers, like Schiele’s models, float and hover in empty space. The 
dancers are arranged as three couples, and each couple performs a half-turn 
independently several times, pausing with their upper bodies twisted against 
their lower parts. Each time they pause, they face the audience; at times with 
their backs to the audience, and at other times their upper bodies are twisted 
towards it. Throughout this section, the gestures performed are borrowed from 
Schiele’s drawings and paintings: heads tilted to the right, legs bent, hands in 
pockets, arms crossed in front of the upper body, or one arm across the front 
and the other behind. This section is an illustration of the style and use of 
space in Anderson’s art combined together with Schiele’s exact gestures.
The exact reproduction of Schiele’s movements and gestures by 
Anderson within the dance makes it indispensable to consider the concept of 
‘copy’. Rosalind Krauss examines it in her article “The Originality of the Avant- 
Garde” (1986), in relation to the modernist avant-garde’s claim to originality. 
Krauss argues that the modernist avant-garde art movements can be seen as 
a function of the discourse of originality and the repressed concept of ‘copy’. 
To that end, she refers to Rodin’s sculpture The Gates of Hell (1978) who, 
she claims, was “the last artist” to address the issue prior to the Avant-Garde. 
Rodin’s sculpture was cast after his death from plaster pieces that had been 
stored.^ As no example of the statue was completed during Rodin s lifetime.
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there was no guide of the artist's intentions of how the finished new cast 
should look. All the casts made after his death are examples of multiple 
copies that exist in the absence of an original, claims Krauss (1985). 
According to her. The Gates of Hell is inherently a production of multiples, 
triple-casts or repetitions of the artist’s plaster. Benjamin (1998) also argues 
that within media which are inherently multiple (of mechanical reproduction), 
i.e. photography, authenticity as a notion is voided.
In his article “The Return of Hank Herron” (1996), Thomas Crow 
discusses a text published in the early 1970s under the pseudonym Cheryl 
Bernstein, in which the latter talks about a one-man exhibition of the fake 
artist “Hank Herron”. In the text, Bernstein comments that Heron’s “exhibited 
work consisted entirely of exact copies of works by Frank Stella” (1996, p. 69). 
By doing so, Bernstein argues. Heron is superior to Stella in that the “copyist 
has faced up to the hollowness of originality as a concept in later modernism” 
(in Crow, 1996, p. 69). These replicas leave behind the search for authenticity 
in artistic expression, accepting that a “modern experience of the world is 
mediated by endlessly reduplicated simulations or "fakes’” (Crow, 1996, p. 
69). Furthermore, this points to the removal of pictorial logic from biography, 
discharging any romantic vestiges still clinging to the formalist reading of 
modern art history, as Crow (1996) suggests, since Herron duplicates Stella’s 
ten years in one. Krauss (1985) also points out that the deconstruction of the 
modernist notions of ‘copy’ and ‘origin’ is postmodern in nature, since it 
challenges Greenberg’s theories of modern art, according to which it was 
founded on problems generated by the medium itself. Instead, art became 
“one more set of cultural signs in a continuum” (Crow, 1996, p. 75-6).
This particular play with the concept of copy has flourished in the work 
of a group of young visual artists who dealt with appropriated imagery during 
the 1980s. This group challenged canonical artwork through their replication 
of photographs, drawings and paintings. Sherrie Levine, one of these artists, 
was accused of violating the copyrights of Edward Weston with her 
rephotographs of his son, Neil. Krauss (1985) argues that this accusation is 
false since Weston’s ‘original’ had already been taken from models provided 
by others. Levine’s act of theft, she suggests, opens up the original from 
behind to that series of stolen models. Similarly, Anderson copies from
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Schiele and, at the same time, draws our attention to the notion that Schiele 
himself was appropriating other artists, such as the decorative background 
borrowed from Klimt, or the motif of a model depicted in isolation in an empty 
space taken from Rodin.^
Levine’s work, some of which was appropriated from Schiele, has 
gathered a considerable amount of rhetoric around it. She talks about the 
differences between copying the Old Masters and her own copies, 
emphasising her interest in constructing relationships of desire with the copied 
images (in Marzorati, 1986). In appropriating Schiele’s art, illustrated in her 
watercolour After Egon Schiele (1983), she introduces “her hand" into it, 
which is to be understood as a “kind of feminist correction or revision” of male 
desire. It is her way to challenge an art system that celebrates the objects of 
male desire, in which she as a woman artist did not know how to situate 
herself, since she was “only allowed to represent male desire” (Marzorati, 
1986, p. 97). However, Levine chooses to copy man’s desire and does so 
“without extinguishing the fire”, and while these works are considered “most 
tender works” they carry “plenty of nonfeminist connotations”, as well 
(Marzorati, 1986, p. 98). Levine’s copies are made in relation to the history 
books that “form everybody’s ideas about what’s important” (Siegel, 1985, p. 
142); nonetheless, as she argues, her work is not only about history.
Analogously, Anderson talks about her wish to examine Schiele’s 
approaches as they unfold in the sketch books he kept, to use them as a 
structure for the movement in the dance, or to invent new muscle memories. 
Anderson copies Viennese Expressionist art from page to stage, while 
subjecting Schiele’s movements and gestures to her own choreographic rules. 
As already mentioned, she is not interested in presenting the essence of 
Schiele’s art perse; rather, her intention is for the dance to
have its own mood and obsessions, and hopefully that 
should be very clear without knowing who Schiele was.
Robertson, 1998, p. 19.
At the same time, Anderson does not try to erase or to block the primary 
memory of Schiele’s art; rather, she puts it into another form of art.
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Consequently, an ambiguous relationship is created with Schiele’s art. On one 
hand, she challenges the notion of authenticity in his modernist art when she 
copies his movements and gestures, and on the other hand, she keeps traces 
of its manifestations in the history of art.
That ambiguity is intensified by Anderson’s conscious choice to work 
with Viennese Expressionist art, an artistic movement that was removed from 
the sphere of global culture. Austrian Expressionist art, argues Kallir, “became 
a poor cousin twice removed from the sphere of world culture events” (1981, 
p. 7). This resulted from the rise of Germany to a dominant force in German­
speaking Europe after the collapse of the Austro-Hungarian monarchy in 
1918, and from the fluid boundaries that enabled artists to change domiciles 
frequently, making it hard to decide just what qualified as Austrian art. 
Furthermore, it was minor to its German counterpart, and modern French 
tradition was frequently judged to be of more immediate relevance (Kallir, 
1981). Although Austria’s Expressionism evolved from German 
Expressionism, in Austria it was a phalanx of painter-poets that advanced its 
official beginning.®
Furthermore, Anderson makes the choice not to draw on Schiele’s 
paintings and drawings; rather, she works with his sketch books, which also 
includes paintings. Furthermore, Anderson is not dealing with the grand 
narrative of Schiele’s work by attending to the sketch books; however, many 
of the images here are very well-known in public consciousness and 
comprise Schiele’s acknowledged oeuvre. Thus, she creates another 
dialectical relationship with the notion of elitist art, which is also about the idea 
of ownership and commodity.^ It raises the infinitely repeated possibility of 
appropriation, emphasising the connection between art and commerce. 
Anderson makes us think about our relationship to the material world, which 
seems to be an elitist idea in its own right.
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6.2 Feeling Expressed on the Outside of the Body
Anderson makes Schiele’s Expressionist art her point of departure, not the 
‘subject’ of her work, when she uses his drawings and paintings as sources 
for her dance. Shifting Schiele’s art from its usual place in our culture and 
transforming its traditions, the distance that separates us from what Schiele’s 
sketch books offer and repress becomes the subject of the dance. As she 
takes a fresh look at the historical record of modernist Expressionism, 
Anderson must find ways to relate her own work of art not only to another art, 
but also to another era. The physicality of Schiele’s work, Anderson declares, 
inspires, appeals and strongly suggests choreography to her. Raw material -  
Schiele’s movements and gestures -  Is transformed into dance, given shape 
and form. Her wish to represent Schiele’s art within her dance is apparent 
when she speaks of her attempt to reproduce his sketch books:
I was completely amazed by their similarity 
choreographically to my little drawings of dances.
They’re scribbled little coloured diagrams with a kind of 
proscenium arch around them. And I suddenly thought,
“I wonder what it would be like if I just reconstructed the 
‘Lost Dances’ of Egon Schiele?
Robertson, 1998, p. 19.
Conceptually, representation in Anderson’s artistic work is based on Schiele’s 
actual drawings and paintings, as Anderson says, in order for it “to constitute 
[his] kind of aesthetic” (in Robertson, 1998, p. 19). However, Anderson 
subjects Schiele's artistic qualities, which she describes as distinguished by 
“rawness and sense of exposure” (in Hutera, 1998, p. 34), to her own needs. 
Therefore, the objective of this section is to analyse representation within 
Anderson’s work and in relation to Schiele’s art, rather than tracing its 
history.®
As a term, ‘representation’ has two basic meanings, as Christopher 
Prendergast suggests in The Triangle of Representation (2000). The first is 
‘making present again’, the reappearing of an absent person or object by 
means of a simulacrum and thus aligning the concept of representation with
179
notions of illusion. Hence, its basic meaning has two facets that are 
interrelated: spatial and temporal; “spatially present...and present in the 
related temporal sense of the present moment" (Prendergast, 2000, p. 4). Hal 
Foster (1996a) points out that poststructuralist critics advance the simulacral 
reading, formulated in relation to pop art. He uses Roland Barthes' argument, 
suggesting that the objective of representation, in ‘making present again’, 
desymbolises the object.® In this process, the image is released from “deep 
meaning into simulacral surface” (Foster, 1996a, p. 38). In this disruptive 
process of representation, he continues to argue, the artist does not stand 
behind his/her work and is, therefore, situated at the surface of the picture 
which has no depth of meaning. Foster (1996a) further points out that Jean 
Baudrillard agrees that the object “loses its symbolic meaning”; but where 
Barthes see an avant-garde disruption of representation, Baudrillard sees a 
“’total integration’ of the art work into the political economy of the commodity- 
sign” (in Foster, 1996a, p. 38).
The second meaning of representation, standing for something or 
someone absent, rests on a principle of substitution. While there can be only 
one kind of simulacrum, there can be many kinds of substitution, which is a 
wider sense of representation that can, in theory, cover the entire field of 
culture. Representation within contemporary culture is complex. Prendergast 
asserts that it “behaves in a whole variety of different ways according to 
context, intellectual discipline, and object of inquiry” (2000, p. 3). Dance critics 
and scholars advance the referential view of Anderson’s choreographic art 
and tie her work with various themes and discourses, such as popular culture, 
video dance or gender issues, also demonstrating her socio-political 
engagement with ideas and non-dance sources. My argument, however, is 
that one can read Anderson’s dance as both referential and simulacral, 
connected and disconnected, oscillating between the two primary meanings of 
artistic representation -  ‘making present’ and ‘standing for .
Although, as I have elaborated above, both concepts of 
representations coexist within Anderson’s choreography, the concept of 
representation as ‘standing for’ is perceived as a more significant mechanism. 
The added value of the theoretical ideas and discourses embodied in the 
dance are what make it more attractive and interesting. Prendergast (2000)
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suggests that the association between representation and power is embedded 
in a referential (‘standing for’) relation to representation. Furthermore, he 
argues that in contemporary critical theory the emphasis moves from the 
object of representation to the subject of representation (which is not 
necessarily an individual). One aspect of this displacement of attention is
the notion of the representational field as a field to be 
policed and the subject of representation as a kind of 
policing agent.
Prendergast, 2000, p. 11.
This means that questions of representation can also become questions of 
politics in a broad sense of the term. Applying this to an interpretation of 
Anderson’s dance, the complexity of form and pattern represents 
expressionism that is different from Schiele’s picturesqueness of structure and 
space in that it shifts the attention towards the subject, towards the way 
Anderson exposes and transforms his notions of Expressionist art.
When Anderson is quoted as saying that “every single position [in the 
dance] comes from a painting or sketch of his [Schiele’s]” (in Hutera, 1998, p. 
34), the simulacral meaning of the dance becomes apparent. At the same 
time, like Schiele’s paintings and drawings, the dancers expose and represent 
their emotions as well as their flesh. In Craine’s words: “Anderson’s 
choreography turns the body inside out, exposing raw emotion with the 
audacity of meat hanging on a butcher’s hook” (Craine, 1998, n.p.). 
Anderson’s desire to substitute Schiele’s art has been evoked by the idea of 
“expressed feeling on the outside of the body” (in Hutera, 1998, p. 34), as 
portrayed in Schiele’s paintings and drawings (discussed in chapter 4.3). The 
traces of the past found in Anderson’s present work are represented as a 
duality between two layers of time, past and present. These are juxtaposed in 
a parodie postmodern manner, remaining separate in the dance, and the 
resulting contradiction between the two narratives is not resolved, rather, they
coexist heterogeneously.
Although the boundaries of the present and the past are frequently 
transgressed, they are never dissolved. This is illustrated in the mix of two
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different music styles composed and played live by Drostan Madden. The 
contemporary feeling and the fashionable atmosphere of Rock music is 
combined with the historical Viennese waltz, as illustrated in the eighth 
section of the dance, “The Marionettes”. The fusion between the original Rock 
music and Johann Strauss’ The Blue Danube, a popular social dance, is 
unavoidably political in the sense that the original contemporary music 
deconstructs the coherence of the juxtaposed traditional waltz. This scene 
draws our attention to Vienna, the ‘City of Dreams’ (Comini’s appellation 
[1978]) where corruption and illusion reigned.^ The writer Heinrich Laube, who 
came to Vienna in 1833, describes the dance mania phenomenon:
The couples waltz straight through any accidental 
hindrances in their joyful frenzy; no god holds them 
back, not even the intense heat which is carried 
backwards and forwards in penetrating waves, as if 
driven by African desert winds...These orgies last till the 
early morning...the waltzes stir the blood like the bite of 
a tarantula.
Comini, 1978. p. 7.
The deconstructed sound of the waltz played in Anderson’s dance, with 
its mechanical quality, is a self-critical manifestation of the myths of Schiele’s 
era, from which he himself wanted to be liberated. Since tuming to the 
aesthetic of the past becomes a question of representation and not of 
objective recording, the process keeps the choreographer, who narrates in the 
present events of the past, and the audience, who are forced to acknowledge 
that path, from nostalgia. They are freed from nostalgia as ‘cultural 
melancholia’, which evokes and refuses to let go the images of the past.
The dance works with two distinctive sets of images: the images from 
Schiele’s sketch books and the choreographer’s images — and the space or 
vibration between them. Anderson challenges the traditional representational 
model of the relationship between the inner and the outer, the subjective and 
objective world, as expressed by Schiele’s art; at the same time, she enables 
the changes that have transpired since to be seen in her dance. The mock- 
nude’ costumes in the dance indicate some reflection about the construction 
of eroticism and how desire is to be expressed on the outside of the body.
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The dancers’ ‘skin’ is painted with Schiele’s coloured brushstrokes; but while 
Schiele expressed his inner feelings on the flesh of his female models, it is 
male dancers that Anderson and her costume designer Sandy Powell dress in 
tights. Dougill takes the view that these are “painted not only with Schiele’s 
startling flesh tints but also hermaphroditic body parts” (1998, p. 8). I, 
however, would like to suggest that it indicates Anderson’s interest in fluid 
gender identities.
A focus on stereotyped definitions of gender identities and 
heteronormative culture, which is characteristic of contemporary feminist 
critique, conveys a political message. Anderson formulates her critical 
message by circumscribing the area of Schiele’s appropriated ‘normative’ art, 
as discussed earlier in the sections “Eroticism -  Pornography for the Elite?” 
and “The Possibility of Queerness” in chapter 5. Using her art and personal 
experience, she presents a woman artist’s desire for a man artist who desires 
other women. This is presented by male dancers representing women/models 
and at the same time longing for other male dancers performing on stage. 
Thus, she unravels Schiele’s ways of looking at the world and consequently 
her own view of it.
Artistic representation, which is traditionally perceived in visual arts as 
a field of vision shaped like a triangle, considers the subject of vision as its 
apex. Prendergast (2000) describes Barthes’ model of representation (in the 
letter’s essay “Diderot, Brecht, Eisenstein”®), as a dual one. His geometric 
metaphor of a formal model of representation is directed less at objects than 
at the process of representation (Prendergast, 2000). Similarly, Anderson’s 
dance not only focuses the audience’s attention on the art of Schiele — an 
artist who was breaking taboos and challenging fin-de-siècle culture in Vienna 
as well as a product of his time, thus reflecting its aesthetic and political 
values in his art. Attention is also drawn to Anderson herself as an author and 
how she examines representations within the structures and operations of her 
dance, focusing on how differently from Schiele she uses representational 
forms within her dance. This is done indirectly, through manipulations of 
various theoretical discourses, such as the feminist critique or theories 
borrowed from visual art. Consequently, the complexity of representation in
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Anderson’s dance becomes an active force, which is part of the entire 
structure rather than an expressive device.
6.3 Tolerance of Ambiguity
“Tolerance of ambiguity and acceptance of diversity in interpretation in the 
arts”, Adshead-Lansdale argues in “Creative Ambiguity: Dancing Intertexts”, 
her introductory chapter to Dancing Texts, “is not necessarily the weakness 
that it is assumed to be -  in poststructuralist thinking it is unavoidable” (1999, 
p. 6). The principle of ambiguity within literary texts is described by Umberto 
Eco (1979) as the “moral disposition and dilemmatic construct” of the ‘open’ 
work, which is part of a cultural phase in which aesthetics is concerned with 
the notion of openness and its expansion. In a ‘work in movement’,® he 
argues, the poetics of ‘open’ works of art is “stripped of necessary and 
foreseeable conclusions” (Eco, 1979, p. 58). However, the infinite contained 
within finiteness, he asserts, and the positive property of the ‘open’ work, 
which admits different conclusions and solutions, have structural validity.^® 
The author, who proposes a number of possibilities accompanied by 
specifications for proper development, offers the completion of the work to the 
addressee, the performer or the interpreter. Eco concludes that the ‘open’ 
work sets up a new cycle of relationships between the artist and his audience, 
a new mechanics of aesthetic perception.
Anderson creates a vision of an artistic milieu that delineates the 
connections between Schiele’s art, created in fin-de-siècle Vienna, and the 
way his influence has permeated other art forms over the decades. At the 
same time, she presents us with a conscious violation of the concepts of 
period style, authenticity and originality. The representations of the composed 
images and movements, functioning as transparent documentary 
representations within a temporal work, call into question the universality of 
grand narratives. Hutcheon argues that what has surfaced in postmodernism 
(with reference to literary texts) is “something different from the unitary, 
closed, evolutionary narratives of historiography as we have traditionally
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known it” (1995, p. 66). Anderson, who is historically aware of Schiele’s art 
and regards it from today’s point of view as a rebellion against old traditional 
forms, subverts the closure and causality of the historical narrative.
Despite its historical accuracy, the dance speaks more about the 
culture that produced it and the choreographer than the realities and life of 
modernist Vienna. Anderson challenges the ‘objective representation of the 
past’ in Schiele’s artwork by using the artist’s sketch books for her art; at the 
same time, in placing great value on the artist’s sketch books she returns to 
the historical subject ‘with a twist’, since these are considered to be primarily 
preliminary work in a creative journey (Wilson Ross in Graham, 1973; 
Wittgenstein, 1969). In his book Egon Schiele: Sketch Books, Nebehay 
considers these "a hitherto untapped source of insight into the artist’s working 
methods” (1989, p. 7).'’^
Michel Foucault problematises the very notion of work in his article 
“What is an Author?” (1984), in which he rejects the notion of the author. He 
argues that even when an individual is accepted as an author, one cannot 
define one ‘work’ amid the millions of traces left in it by other ‘works’. This 
opens up the way to consider Schiele’s sketch books not only as papers on 
which he ceaselessly drew, but as a work. Kallir (1994), who claims that 
unusually most of Schiele’s drawings and watercolours were not studies but 
fully conceived as independent works of art, supports this view.^® It is, 
however, apparent from examining Anderson’s dance that she refers to 
Schiele's wider oeuvre, as well. The fact that the choreographer did not 
choose to concentrate on the artist’s grand narrative but his sketch books, 
allows her to deal with the artist’s pictorial material without becoming nostalgic 
for the past it represents.
The discursive context of Anderson’s use of Schiele’s sketch books, 
which articulates the notion of the text (the dance, in our case) as ambiguous, 
is expressed in the dance in the section “The Reconstructed Dances . this 
ambiguity is illustrated when Anderson combines Schiele’s two-dimensional 
poses with her three-dimensional movement, giving Schiele s modernist work 
a different interpretation. On a dark stage, two dancers enter from the side 
wings, pulling mattresses and placing them outside the neon-tube-framed 
rectangular space situated on the stage. They perform in the periphery of the
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defined, restricted space, which suggests the act of drawing and sketching on 
the margins of a paper. Drawing in the margins (like sketch books) is 
considered a preparation for the act of painting and therefore inferior to it. The 
dancers echo each other’s movements and gestures, which are not clearly 
seen, and at the same time maintain their individual movement quality. They 
fall and recover on and near the mattresses as if the force of gravity draws 
their heavy, weighted bodies down towards the ground. The repetition of 
these falls suggests that Schiele’s floating figures cannot stay in his voided 
space, and reinforces the sense of their and the dancers' powerlessness, their 
ineffectiveness in confronting that force. After performing this pattern a few 
times, hands with fingers wide apart appear and withdraw through the side- 
wings, pulling the audience’s attentions even further from the occurrence on 
the periphery of the stage to the space beyond, thus blurring the boundaries 
between the visible and the invisible within theatrical space.
In addition to the dance’s appropriation of Schiele’s movements and 
gestures, another element of pictorial art is also appropriated -  the act of 
drawing itself, manifested in the sounds of a scribbling pencil on paper and of 
squashing up scraps of papers that are heard in the fifth section of the dance, 
“The Artist and his/her Model”. The act of drawing, which indicates Schiele as 
an author while also presenting his absence, creates a tension between 
presence and absence within the dance. The force of absence or the absent 
is present in the choreographer’s and the dancers’ artistic world. According to 
Watson, this makes the choreographer and the dancers operate as if “each 
move is a direct translation of one of his [Schiele’s] angst-ridden, sinewy 
studies”, (1998, p. 5). Schiele’s continuous powerful influence, permeating a 
performance at the end of the twentieth century, is presented with a sense of 
death that Watson claims haunts the space as well as the performance, 
resulting in “a very dark show...with some quite disturbing sequences (1998, 
p. 5).
An accentuation of the notion of ‘copy’ results in the decline of authorial 
control over language and meaning, in the “death of the Authori, as Barthes 
maintained (1977, p. 148). However, Anderson’s broadened definition of what 
is ‘original’ contributes to the plurality of voices that may be read in the work 
without entirely eliminating the authorial voice. The employment of feminist
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discourses, as illustrated in chapter 5, “Blurred Gender Boundaries”, is a 
manifestation of an author’s voice that is very much alive. Carol Brown argues 
in her article “The Possibilities for Feminist Dance Histories” (1994) that 
women’s voice, which is a primary focus for the feminist historical project, 
enables them to be visible within history. The contradiction between shifting 
the focus onto the reader on one hand, and the accentuation of the feminist 
voice, on the other, remains unresolved within the dance. This ambiguity 
becomes even more complicated with Anderson’s employment of the notion 
of ‘copy’, transforming Schiele’s desire of female nudes by using her all-male 
company. The act of reading, which is also made up of what the spectator 
brings into it, thus focuses on the notion of sexual differences and fluid gender 
identities, indicating social meanings and ideologies of gender. The 
ambiguities that are embedded within the dance thus impose on the spectator 
multiple perspectives from which the dance can be viewed and understood.
6,4 Choreographer and Audience as Readers
The ambiguity and openness of the work to various theoretical discourses, 
including non-dance sources, accentuates the shift of attention towards the 
reader, and how s/he might interact with the dance. The first shift required of 
the dance’s reader would be between reading Schiele directly and reading 
Schiele as presented by Anderson. The differences between these two 
readings are reflected in the shifts in reading strategies in Western art 
between 1910s Expressionism and the postmodernism of the 1990s, 
produced by appropriating images with established meaning and identity and 
giving them fresh meanings and identities. Anderson challenges modernist 
notions of abstraction and art-for-art’s-sake by foregrounding both the notion 
of appropriation (of an historic subject) and the modernist desire for closure 
(the notion that art should create its own reality); she opens up her work to 
various discourses that had once been excluded from the genre as impure — 
such as political, historical, social, or theoretical discourses. Moreover, 
according to Eco, works of art are kept open when they are brought to their
187
conclusion by the performer at the same time as he experiences them on an 
aesthetic plan” (1979, p. 49). Anderson’s dance, as mentioned before, 
appeals to the initiative of the dancers and therefore is kept ‘open’ as they link 
the movements in the drawings and paintings.
The theoretical concept of ‘intertextuality’ is another indication of the 
‘openness’ of a work to a range of overlapping or quite distinct interpretations. 
It allows the dance to exist as a ‘work’ or ‘text’ with a vast range of possible 
references within and outside dance. The hybrid nature of Anderson’s dance 
enables it to be engaged in a dialogue with another art form from another time 
and to become a site for presenting artistic, cultural, critical and theoretical 
ideas. Adshead-Lansdale (1999) suggests that dances are part of a social 
experience, shared in language as well as in movement. Consequently, the 
interpretation of an ‘open’ text becomes
an imaginative and intellectual process that associates 
movements with events and people, both within the 
movement/dance system and within wider artistic 
practices and cultural issues.
Adshead-Lansdale, 1999, p. xiii.
Such a text allows for interventions from the author (choreographer), the 
performer, and the audience. At the same time, the potential theories and 
interpretations are not infinite but have to be “matched by a critical awareness 
of their capacity to respond to dance, and to illuminate i f  (Adshead-Lansdale, 
1999, p. xv).
The attentiveness of the art of dance to other artistic practices, such as 
pictorial art, and the act of fusing them together influences the properties of 
both art forms. Levinson (1984) argues that the hybrid art form achieves two 
sorts of effects, the integrative and the disintegrative, which are opposed to 
each other. In the first, the elements work together or cooperate towards a 
common end; in the disintegrative alternative “the complexity and richness 
function in service of an ideal not of unity, but of complete fragmentation and 
rampant uncoordination” (Levinson, 1984, p. 12). Anderson bombards the 
spectator with information and ideas from diverse discourses, creating an un­
unified field (her problematising gender categories such as identity and
188
sexuality is only one example). The confrontation of historical discourses with 
another discipline, pictorial art, enables her to seek out new material and 
make it part of her dance. The reader of her dance -  be it a spectator, a critic 
or theorist -  is therefore actively engaged with her text, trying to unravel the 
threads of the dance’s possible interpretations and meanings.
For these reasons. The Featherstonehaughs Draw on the Sketch 
Books of Egon Schiele is more than a merging together of dance and 
painting, or a fusion of the aesthetics of postmodernist and Expressionist art. 
Both the choreographer and the spectator, who derives aesthetic satisfaction 
from that operation, are fully aware of the breakdown of familiar temporal 
relations. What makes this dance special is not only the effort one is required 
to make in order to become accustomed to its particular style, but the layered 
issues and discourses embodied in it. The hyphenated-hybrid nature of the 
relationship between the two arts, juxtaposed through the use of the 
fragmentation effect, creates an artwork in which so much is going on that the 
viewer has no choice but to become aware of its complexity and multiplicity. In 
the dance it is demonstrated, for example, with Anderson, a postmodern 
choreographer, who who challenges modernist art while creating a link with 
the past by addressing it. As Connor states in relation to postmodern dance, 
“what now appears to matter most is not the interior history of dance, but its 
mobile attentiveness to other kinds of artistic practice and social function” 
(1997, p. 163).
The open structure of the dance inundates the viewer with multiple 
ideas and meanings. Eco argues that this kind of relationship invites the 
spectator to “make his own free choices and reevaluate the entire text from 
the point of view of his final decision” (1979, p.34). Adshead-Lansdale (1999), 
who develops, this argument further in relation to dance studies, suggests that 
in the interpretation of a dance as an open construction in which the reader is 
subject to the play of various codes, both the choreographer and audience
become ‘readers’. Thus, they are
equally dependent upon an ability to identify the 
conventions within which a work is constructed and 
operates, and to reflect on their own use of such 
conventions.
1999, p. 7.
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Anderson’s inclusion of multiple discourses in her dance not only allows her to 
distance herself from the past, but also involves her and the audience in a 
participatory activity. Hutcheon argues that in postmodern art, “the eye is 
invited to complete the form for itself; such counter-expectation urges us to be 
active, not passive, viewers” (1989, p. 32). The multi-layered dance is made 
with constantly changing images that are left open-ended; it is a complex text 
that resists any meaningful closure and unified meaning.
Anderson’s text requires that the viewer be knowledgeable, recognising 
her complex references, and that s/he make an effort to comprehend the 
relationships and issues presented. Thus, although she distances her art from 
modernism and its focus on elitism, she also challenges the spectator through 
the discourses introduced in her choreography to become, notwithstanding, 
an elite. The contradictions in the dance are not dialectically resolved but 
coexist heterogeneously; the meanings are created in the gaps and spaces 
between the various texts.
Conclusions
Anderson’s play with Schiele’s art within her dance emphasises the distance 
and fluctuation between the two, and becomes her point of departure. 
Appropriating Schiele’s exact images becomes a critical tool to challenge 
what Connor (1997) argues is the impossibility of representation in modernist 
culture. Anderson’s application of imitation and pastiche as a critical device 
enables her to deconstruct the conventional and accepted meaning of 
Schiele’s art, thus abolishing old distinctions, such as traditional hierarchical 
constructions.
The incorporation of distinct discourses and ideas into the work results in 
its open nature; however, as Eco (1979) suggests, this does not imply that it 
allows any interpretation. The open structure of the dance contains 
oppositions and altered contexts —familiar things seen in an unfamiliar way 
and from unexpected points of view — thus allowing a multiplicity of meanings
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to be read into it. At the same time, the juxtapositions within it create rhythmic 
complexities and contradictions, all flourishing within the same text. In the last 
analysis, what matters is not the various issues referred to in themselves, but 
the web-like structure of the text. It is demonstrated when pictorial ideas of 
another style and time penetrating and enriching the dance, and the 
engagement with such discourses which undermines normative power 
structures. The final interpretative task is left to the spectator/reader.
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Notes
 ^ The Gates o f Hell was recast as part of Rodin's exhibition in the summer of 
1978 at the National Gallery in Washington, more than sixty years after the 
artist’s death in 1918.
 ^ The various influences of some artists on Schiele’s art and the direct 
impacts of others are dealt with in the third chapter, “Egon Schiele: The Artist 
as a Voyeur”.
 ^The painter Oskar Kokoschka, Powell (1974) exemplifies, published already 
in 1908 his poem Die traumenden Knaben and wrote his play Murderer, Hope 
of Women for the theatre of Hoffmann’s Kunstschau. Comini argues that 
Expressionism began with Hofmannsthal’s "vampiric blood-lusting” play 
Electra in 1903, Robert Musil’s 1906 novel of “adolescent awakening and 
group sadism at a military boarding school”, Young, and Schoenberg’s 
“hallucinatory musical monodrama”. Expectation, of 1909 (1978, p. 19).
 ^ The fact that Anderson keeps in her archive an article about the legal battle 
between museums and private owners over the ownership of Schiele’s 
portrait of Wally Neuzil (1912), Schiele’s mistress, indicates her awareness of 
the issue of artworks ownership. The portrait was borrowed from the Austrian 
government to be exhibited in New York Museum of Modern Art in 1998, and 
was then claimed by two Jewish families from whom it had been seized by the 
Nazis.
 ^ For the discussion of the concept of representation in relation to Anderson’s 
postmodern dance see section 1.3.1, “Modes of Representation”.
® Roland Barthes, “That Old Thing, Art”, in Post-Pop. Ed. Paul, Taylor 
(Cambridge: MIT Press, 1989).
 ^ In the first year of the First World War, for example, the news of defeat were 
kept from Kaiser Franz Joseph, while operettas were being composed and 
played to divert public attention from reality.
® Published in Revue d’Esthétique, Vol. 26, 1973, pp. 185-191.
 ^ Eco likens ‘open’ works or ‘works in movement to pieces of instrumental 
music that leave considerable autonomy to the individual performer in the way 
he chooses to play them.
‘Open’ works, according to Eco, are deployed within limits of given tastes, 
predetermined formal tendencies and the performers manipulation.
Comini tells in her book Schiele in Prison (1974) that Schiele kept a diary, 
which the art critic Arthur Roessler later published, suggesting that Roessler
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“may have tampered with the diary, even perhaps to the extent of having 
changed or suppressed certain entries” (1974, p. 37) According to Benesch 
(1973), a series of drawings and watercolours that were also created in prison 
can be counted among the most moving documents in the history of art.
Jane Kallir (1994) states that Schiele executed ten times more works on 
paper as on canvas or panel, unlike other artists of the twentieth century.
The the various authors each of them had appropriated or was influenced 
by.voices read within the work are not only Anderson’s and Schiele’s, but also
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CONCLUSIONS
My thesis examines hybrid relationships between dance and painting in 
postmodern culture, and discusses how these are different from similar 
relationships employed before. My assumption is that these hybrid 
relationships are different from those pertaining to modernist culture, resulting 
from the nature of postmodern culture, which we experience, according to 
Foucault, as an epoch that is more concerned with spatial networks than with 
development over time. The existent relationships are examined in relation to 
Lea Anderson’s dance The Featherstonehaughs Draw on the Sketch Books of 
Egon Schiele (1998). The juxtaposition of different artistic disciplines within 
the dance opens it up to include additional texts, discourses and ideas -  a 
practice which is at the heart of postmodernism. The breakdown of 
boundaries between the disciplines employed in the dance enables both the 
appropriation and the challenge of Egon Schiele’s modernist aesthetics.
The various hybrid relationships between dance and painting were 
investigated (as discussed in the second chapter, “Hybrid Relationships”), set 
within a structure based on Jerold Levinson’s (1984) model of hybrid 
relationships. Various relationships between dance and painting are 
presented as a range of modern constructions, operating within the modernist 
aesthetics, falling into one of two categories - the transformational hybrid (in 
which one form modified the other) or the synthetic hybrid (in which two arts 
are fused symmetrically to create a new form). Anderson’s work, argued to be 
postmodern in character, is shown to correspond to the third category in 
Levinson’s model, the fluid boundaries within the juxtapositional hybrid, which 
is markedly different from the modernist categories of hybrid.
The blurred boundaries demonstrated in Anderson’s dance, a 
consequence of the nature of hybrid relationships, expose the bilateral flow 
between the disciplines involved — dance and painting — as a critical device, 
differing from inter-currents found in other hybrid relationships. In the synthetic 
hybrid, for example, the bilateral flow unites the two disciplines, creating a 
new art form in which the individual components lose to some extent their 
individual properties. Conversely, in the juxtapositional hybrid each of the
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disciplines involved retains its distinct identity, despite its fluid boundaries. For 
example, space is an element that is shared by the two arts, although 
manipulated differently by each of them. The incorporation of the two- 
dimensional pictorial space (the essence of the modernist painting) within the 
three-dimensional space of the dance affects both arts. The qualities of the 
painterly space, which are distinctly maintained within the dance, influence the 
character of the dance space. The two-dimensional gestures and their 
representation within a flat space are incorporated in the dance as newly 
learned movements, enriching the choreography with new qualities. At the 
same time, the new light shed on Schiele’s art by the dance renders it 
relevant to contemporary culture.
Another manifestation of that type of flow is illustrated in the 
juxtaposition of British postmodernism and Viennese Expressionism within 
Anderson’s dance (an idea pursued in chapter four, “Dance and Painting”). 
This relationship allows historical discourses, distinct to pictorial art, to be 
included within the dance and affect it. The relationship between artist and 
model, which refers reflexively to the act of painting, is represented in 
Schiele’s art through the manipulation of the gaze and by staging the act of 
watching. Anderson, who introduces the gaze into the dance, thus drawing 
attention to Schiele’s contribution to the field of power, exposes how he had 
released the female model from her status as a subject, by portraying her as 
looking back at her viewer. Anderson’s representation of the act of painting 
within the dance further contributes to the discourse of power relations by 
using her all-male dancers to represent the female gaze; thus, she indicates 
that desire and pleasure are accessible to both males and females, to artists, 
performers and spectators alike.
The difference between ‘naked’ and ‘nude’, another visual art theme 
interlaced in the dance, serves Anderson in her questioning of the binary 
oppositions, dominant in Western society, between male-female, mind-body 
and masculine-feminine. By manipulating these concepts in her 
representations of Schiele’s sensual intimacy with his models on one hand, 
and their exposed bodies on the other hand, Anderson blurs the boundaries 
between what is conceived in visual art as naked and its cultural 
representation, the nude. Subverting the female desire depicted by Schiele
195
with male desire and lesbian relationships with homosexual ones, Anderson 
establishes a different politics of sexuality, one which is open to the realm of 
erotic representations while abolishing the distinctions between the binary 
concepts.
The fascination with different manifestations of sexuality is a 
connecting thread in Schiele’s art, which is also expressed in Anderson’s 
dance. Reading Schiele’s erotic art through the theories of sexuality 
formulated by his contemporary, Sigmund Freud (discussed in the third 
chapter), enables us to view Schiele’s art as part of a historical and social 
structure which, in turn, influenced the appreciation of his art at his time. Such 
an examination reveals that while Schiele challenged the taboos of society at 
the time, he was, notwithstanding, a male artist who worked within a 
heterocultural society. Anderson, aware of the changes that cultural practices 
have undergone since then, copies the poses and gestures portrayed by 
Schiele, which were interpreted as pornography by some critics and scholars, 
while subjecting them to her own aesthetics. Aware of contemporary criticism 
of Western modes of representation of the female body and influenced by 
contemporary feminist criticism, she proposes a different reading of Schiele’s 
work (these ideas were pursued in depth in the fifth chapter, “Blurred Gender 
Boundaries”). Her references to Schiele’s art stress the artistic quality within 
pornography, enabling it to be considered as an artistic genre. By portraying 
identities and sexualities as fluid, in correspondence with current queer 
theories, she challenges heteronormative culture without eliminating the 
female body from the dance. Thus, Anderson proposes a new cultural 
meaning of both the male and the female body, which is based on her view of 
the painter’s sexuality as depicted in his works.
Anderson’s drawing on a dead artistic style. Expressionism, suggests 
another significant and meaningful relationship between visual art and 
dancing. The images she copies from Schiele s work are not merely present 
on the wall, but indicate an artistic strategy. This process, it is argued, serves 
as a critical challenge to authorship, to the unique and original characteristics 
of works of art. Despite its historical accuracy, however, the dance is more 
concerned with the choreographer and postmodern culture than it is with the 
life of Schiele and the aesthetics of modernist Vienna. Her employment of
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pastiche and parody to deconstruct the meaning of Schiele’s art offers a new 
perspective on both the past and the present. Anderson challenges the 
objective representation of the past in Schiele’s artwork by using his sketch 
books, which Nebehay describes as “a hitherto untapped source of insight 
into the artist’s working methods” (1989, p. 7). The fact that she does not use 
his more familiar ‘grand narrative’ for her dance but his sketch books, opens 
up the way to consider it as work (in reference to Foucault’s (1984) notion of 
what defines a ‘work’). This allows Anderson to deal with the artist’s pictorial 
material without becoming nostalgic for the past it represents (discussed in 
section 6.3, “Tolerence of Ambiguity”). The text she creates thus oscillates 
between the inside and the outside, between inner expression and its 
representation on the outside of the body. This is achieved by freely 
manipulating the flow between past and present, as well as between the art of 
dance and the art of painting, resulting in an expansion of the boundaries of 
conventional and recognisable patterns of thought commonly represented in 
dance.
The multiplicity of intertexts discussed in this research creates a web of 
relationships that holds together the fragmented construction of the dance. 
The combined concepts of dance studies and cultural theories are used by 
Anderson to create an ambiguous multi-layered work of art. An argument 
proposed by this research is that in order to construct the significance, the 
‘broader picture’ of such a work of art, a spectator needs to be active and 
‘knowledgeable’. In this light, Anderson’s assertion that the spectator does not 
need a degree in art in order to understand the dance implies that she in fact 
contests our knowledge of that past. She challenges the modernist notion of 
elitism while creating an ambiguous work of art, which in itself addresses an 
élite audience. The complexity of the work, its web-like structure which 
expounds artistic and cultural discourses through the art of dance, does not 
contradict, however, the dance’s capacity to generate enjoyment as a work of 
art. Anderson’s dance brings about, first and foremost, an experience of 
aesthetic pleasure. Looking back on my first experience of the dance, I recall 
that while it began in a feeling of disappointment, what I saw in the end of the 
performance was not what I thought I saw in the beginning, it is a dance that
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does not easily lend itself to the audience’s gratification, but demands a 
sensitive and critical reading in order to derive pleasure from it.
As the present thesis is based on a close analysis of a single dance, 
further investigation of other choreographies that demonstrate blurred 
boundaries between disciplines within artistic hybrid relationships may widen 
our understanding of their scope. An analysis of various such dances can 
expose the similarities and differences in the characteristics of these 
relationships. Furthermore, an examination of the issues and discourses 
related to the open structure of the form could determine whether there is any 
correlation between them. The extent to which each of the choreographers 
blurs the boundaries between the disciplines is another dimension to be 
investigated. In addition, in recognition of the complexities and problematic 
nature of hybrid relationships, the nature of the gaps that are created when 
two or more different disciplines, cultural discourses and ideas are juxtaposed 
should be studied. Such researches may contribute to a systématisation of 
the juxtapositional artistic hybrid as a genre of blurred boundaries, as well as 
further illuminate the link between that genre and postmodernist aesthetics.
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
APPENDIX 1:
Chronology of Lea Anderson’s dances and video-dances 
Dances
The Cholmondeley Sisters 1984
Health and Efficiency 1985
Baby, Baby, Baby 1985
Dragon 1985
The Clichés and the Holidays 1985
The Fly and the Crow 1986
Marina (Act I, II, III) 1986
Signals 1987
No Joy 1987
Carriage of the Arms 1987
Fish Wreck 1987
The Big Dance Number 1987
Futurists 1987/88
Parfum de la Nuit 1988
Venus in Mourning 1988
Pastorale 1988
Clump 1988
Slump 1988
Flag 1988
Flesh and Blood 1989
The Show 1990
Cold Sweat 1990
The Big Feature 1991
Birthday 1991
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Opera Sportif 1991
WalkyTaiky 1992
Jesus Baby Heater 1992
Immaculate Conception 1992
Precious 1993
Metalcholica 1994
The Bends 1995
Go Las Vegas 1995
Car 1995
The Featherstonehaughs Draw on the Sketch Books of 
Egon Schiele 1998
Out on the Windy Beach 1998
Smithereens 1999
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Video-dances
Pastorale 1988
Flesh and Blood 1990
Sardinas 1990
Cross Channel 1991
Perfect Moment 1992
Jesus Baby Heater 1992
Joan 1993
Waiting 1993
L’Spectre de la Rose 1993
Car 1996
KA-Ford 1996
Velvet Goldmine 1997
Lost Dances of Egon Schiele 2002
251
APPENDIX 2:
Data on Lea Anderson's dances (in alphabetic order)
Baby, Baby, Baby (1985)
Music: ‘My baby Just Cares For Me’ by Nina Simone.
The Bends (1995)
The Featherstonehaughs.
The Big Dance Number (1987)
The Cholmondeleys.
Dancers: Lea Anderson, Teresa Barker, Rossana Sen, Gaynor Coward.
Music: Drostan Madden, Steve Blake and Jerome Kern; Costumes: Pam Downe.
Big Feature (1991)
The Featherstonehaughs.
“Flying Honeymoon” -  sung by Carl, assisted by Stephen, dancers: Dan, Dennis, 
Frank & Rem, music: CahnA/an Heusen, Arranged by Steve Blake; “Bomb 
Around the Clock” -  dancers: the company, music: Drostan Madden, 
programmed by Robert Chapman; “Legs Legs Legs” -  dancers: Carl, Rem and 
Stephen, music: Drostan Madden, programmed by Robin Brown and Rew; “Jeux 
Sans Frontière” -  dancers: the company, music: a) Drostan. Programmed by 
Robin Brown and Rew. b) Arranged by Steve Blake, engineered by Drostan 
Madden, performed by Steve Blake, Drostan Madden and Lea Anderson, c) J. 
Ragovoy and E. Berns, performed by Janis Joplin and The Big Brother Holding 
Company; “Brick” -  dancers: the company, text by Anne Rabbitt; “Jesus Baby 
Heater” -  dancers: Dennis, Rem and Stephen, music written and performed by 
Steve Blake; “Pick A Windy. You’re Leavin’” -  dancers: the company, staged by 
Paul X; “Barstool Blues” -  dancers: Dan and Stephen, music by Neill Young and 
Crazy Horse; “Rauchleider” -  dancers: Carl, Dan, Frank and Rem, music by 
Wagner, sung by Jesse Norman; “A Camel Ate My Flip Flop” -  dancers: Dan, 
Dennis and Frank, music by Steve Blake, performed by John Edwards; “Vissel 
Vice” -  dancers: the company, music: Traditional, arranged by Carl; “Dudes” -  
dancers: the company, music: Theme to “Monsieur Huloris Holiday”; “The 
Fanshore Experience" -  dancers: the company, music: by Jimi Hendrix 
Experience.
In the September version, Mark Lorimer replaced Rem Lee.
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Birthday (1992)
The Cholmondeleys, The Featherstonehaughs and The Victims of Death. 
Dedicated to Dennis Vincent.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, 
Alexandra Reynolds, Marisa Zanotti, Frank Cock, Stephen Kirkham, Rem Lee, 
Mark Lorimer, Dan O’Neill, Carl Smith.
Musicians: Steve Blake -  saxophone/keyboard, John Edwards -  double bass, 
Mark Sanders -  drums/percussion.
Music: Steve Blake; Costumes: Sandy Powell; Lighting: Francis Stevenson; “I’ll 
be around” -  written by Alec Wilder.
Received a Time Out Dance Award in 1992.
An extract of the dance was performed during Spring Loaded 1992.
The Cholmondeley Sisters (1984)
The Cholmondeleys.
Dancers: Teresa Barker, Gaynor Coward.
Music: Drostan Madden; Design: Jerome Parsons.
The Clichés and the Holidays (1985)
The Cholmondeleys.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward.
Music: Traditional Catalan and Mexican street band; Design: Sandy Powell.
Clump (1988)
The Featherstonehaughs.
No further details of this dance were available. It was later introduced into The 
Show(^990).
Cold Sweat (1990)
The Cholmondeleys.
80 minutes.
Dancers; Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, Lis 
Lauren, Alexandra Reynolds, Marisa Zanotti.
Music: Steve Blake, Drostan Madden -  recorded score; Costumes: Sandy 
Powell; Lighting: Chris Nash.
Recorded in performance at the University of Surrey.
Received a financial award from the Conseil General de Seine Saint-Denis — 
Rencontres Chorégraphiques in the Bagnolet competition, 1990.
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Dragon (1985)
The Cholmondeleys.
Dancers: Lea Anderson and Teresa Barker, Gaynor Coward.
Music: Drostan Madden; Costumes: Brand Spanking.
The Featherstonehaughs Draw on the Sketch Books of Egon Schiele (May 
1998)
The Featherstonehaughs.
Spring Loaded at The Place Theatre.
Dancers: Frank Bock, Stephen Kirkham, Rem Lee, Eddie Nixon, Dan O'Neill, 
Luca Silvestrini.
Music: Drostan Madden; Costumes: Sandy Powell; Lighting: Simon Corder.
Fish Wreck (1987)
The Cholmondeleys.
Music: Drostan Madden -  sound collage.
Flag (1988)
The Cholmondeleys, The Featherstonehaughs and The Pointy Birds.
67 minutes.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Rossana Sen, Francis 
Bock, Stephen Kirkham, Julia Clarke, Bruce Campbell, Carl Smith.
Musicians: John Edwards -  double bass, Steve Blake -  saxophone, David 
Fitzgerald -  cello.
Music: Steve Blake and Drostan Madden; Costumes: Sandy Powell & Pam 
Downe.
The Flag Manifesto: Shell -  the company; Mao -  the company; Round and 
Round -  the company; Rabble -  Lea Anderson, Teresa barker, Francis Bock, 
Bruce Campbell, Rossana Sen; Duet -  Gaynor Coward, Stephen Kirkham; 
Jumpy -  Lea Anderson, Francis Bock, Bruce Campbell, Gaynor Coward, 
Stephen Kirkham, Rossana Sen, Carl Smith; Carmen and Macpherson- 
Velasquez -  Teresa Barker, Julia Clarke; Five Finalists -  Frank Bock, Julia 
Clarke, Stephen Kirkham, Rossana Sen, Carl Smith; Personality -  Lea Anderson, 
Bruce Campbell; Futurists -  Lea Anderson, Teresa Barker, Francis Bock, Bruce 
Campbell, Julia Clarke, Gaynor Coward, Stephen Kirkham, Rossana Sen; Mini- 
Mao -  Carl Smith.
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Flesh and Blood (1997)
The Cholmondeleys & The Victims of Death (in the 1989 production: The Pointy 
Birds).
51 minutes.
Dancers: Gaynor Coward, Mary Davies, Louisa Figuerola, Emma Gladstone, 
Odette.
(In the 1989 production, the dancers were: Lea Anderson, Teresa Barker, Sonia 
Bucci, Gaynor Coward, Emma Gladstone, Alexandra Reynolds, Marisa Zanotti). 
Musicians: Steve Blake, Dean Brodrick, Billy Surgeoner;
(in the 1989 production: Hughs, Tuti Leung, Anna Pons Carrera).
Music: Steve Blake; Lighting: Simon Corder (in the 1989 production: Mark Parry); 
Costumes: Sandy Powell; Photography: Chris Nash.
Received the 1989 Digital Dance Award.
Futurists (1987/88)
The Cholmondeleys.
Music: Drostan Madden; Costumes: Pam Downe.
Go Las Vegas (1995)
The Featherstonehaughs.
Music: Steve Blake.
Immaculate Conception (1992)
The Featherstonehaughs and The Victims of Death.
Music: Steve Blake.
The piece was specially created as an outdoors performance.
Marina (1986)
The Cholmondeleys.
Dancers: Lea Anderson, Teresa Barker, Rossana Sen, Gaynor Coward.
Music: Bizet, Verdi, Rossini; Costumes: Cash Aspeak.
Metalcholica (1994)
The Cholmondeleys.
Spring Loaded.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Michelle Levi, Ragnhild 
Olsen, Alexandra Reynolds, Angélique Willkie.
Musicians: Eddie Abdulah, Dan Sansom, Craig Vear.
Music: Drostan Madden; Light: Anthony Bowne; Costumes: Sandy Powell.
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Opera Sportif (1991)
The Cholmondeleys, The Pointy Birds and local Leicester people.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, 
Alexandra Reynolds, Marisa Zanotti.
Music: Steve Blake.
Received a Digital Dance Production Award.
Out on the Windy Beach (1998)
The Cholmondeleys and The Featherstonehaughs.
60 minutes.
Music: Steve Blake and Dean Brodrick; Costumes: Sandy Powell.
Parfum de la Nuit (1988)
The Cholmondeleys.
Dancers: Lea Anderson, Teresa Barker, Rossana Sen, Gaynor Coward.
Music: Bellini; Costumes: Sandy Powell.
Precious (1993)
The Featherstonehaughs, The Cholmondeleys and The Victims of Death. 
Approximately 100 minutes.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, 
Alexandra Reynolds, Frank Bock, Stephen Kirkham, Rem Lee, Mark Lorimer, 
Dan O’Neill.
Musicians: Steve Blake, Craig Vear, Carl White.
Music: Steve Blake; Costumes: Sandy Powell; Light: Mark Parry; Portraits: Chris 
Nash.
“Black” -  The Cholmondeleys and The Featherstonehaughs; “White” -  The 
Featherstonehaughs; “Red” -  The Cholmondeleys; “Gold” -  The Cholmondeleys 
and The Featherstonehaughs.
A 1994 performance included only the first and last sections of the piece -  
“Black” and “Gold”. Of the dancers, Angélique Willkie replaced Emma Gladstone 
and Nick Pinnock replaced Mark Lorimer.
The Show (1990)
The Featherstonehaughs and The Pointy Birds.
Dancers: The Company.
Music: Kaemplert, Singelton and Snyder, arranged by Steve Blake; Lighting: 
Mark Parry; Photography and Design: Chris Nash.
“Head to Head Balancing on the Rollercoaster Globes” -  the company, music: 
Steve Blake; “Boxy Came Home” -  David, Rem and Stephen, music: Wanda 
Jackson; “T.F.A.” -  Carl, Dan, Frank and Rem, music: Silverish; “Glue” -  the 
company; “Lost in Space” -  Dan, David, Frank, Rem and Stephen, music:
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Kraltwerk; “Surabaya” -  Dan, David, Rem and Stephen, music: Kurt Weil -  sung 
by Dagmar Krause; “Greetings” -  Carl and Frank, music: Steve Blake; “Ibli Knibli” 
-  the company, music: Cheb Kader; “La Paloma” -  Dan, David and Frank, music: 
A Mexican Street Band; “Clump” -  the company, music: Steve Blake.
Received a 1990 Time Out/01 for London Award and a London Dance and 
Performance Award.
Slump (1988)
The Featherstonehaughs.
Smithereens (1999)
The Cholmondeleys, The Featherstonehaughs and The Victims of Death.
75 minutes.
Dancers: Teresa barker, Ragnhild Olsen, Anna Pons Carrera, Maho lhara, 
Gabrielle McNaughton, Rem Lee, Eddie Nixon, Luca Silverstrini, Matthew Dalby, 
Greig Cooke, Steve Blake, Dean Brodrick.
Music: Steve Blake; Costumes: Sandy Powell; Light and design: Simon Corder. 
Spring Loaded 2000.
Venus in Mourning (1988)
The Cholmondeleys.
60 minutes.
Music: Drostan Madden; Costumes: Pam Downe.
Walky Talky (1992)
The Cholmondeleys.
Music: Drostan Madden; Costumes: Sandy Powell; Lighting: Mark Parry; Text: 
Anne Rabbit.
The Dance Umbrella.
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Data on Lea Anderson’s video-dances (in alphabetic order).
Car (1997)
The Cholmondeleys.
12 minutes.
Dancers; Teresa Barker, Gaynor Coward, Odette Hughs, Rosalind Olsen, Anna 
Pons Carrera, Alexandra Reynolds, Emma Gladstone.
Producer: Ross MacGibbon: Music: Drostan Madden; Costumes: Sandy Powell; 
Lighting: Paul Jenkins.
Clump (1988)
The Featherstonehaughs and The Victims of Death.
Music: Steve Blake.
Cross Channel (1992)
The Cholmondeleys and the Featherstonehaughs.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, 
Elizabeth Lauren, Alexandra Reynolds, Marisa Zanotti. Frank Bock, Stephen 
Kirkham, Mark Lorimer, Dan O'Neill, Carl Smith, Denis Vincent (special 
performance).
Musicians: Steve Blake -  saxophone/programming. Matt Dowse -  trombone, 
John Edwards -  bass, Mark Sander -  drums.
Director: Margaret Williams; Music: Steve Blake; Lighting: Peter Mumford; 
Costumes: Sandy Powell; Producer: Anne Beresford.
Flesh and Blood (1990)
The Cholmondeleys and The Pointy Birds.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, 
Sonia Bucci, Alexandra Reynolds, Marisa Zanotti.
Musicians: David Fitzgerald -  cello, John Edwards -  double bass, Steve Blake-  
saxophone, keyboard & didjeridu.
Music: Steve Blake; Costumes: Sandy Powell; Lighting: David Scott. Director: 
Margaret Williams.
Filmed at St. Mary Magdalene’s Church, Paddington.
Jesus Baby Heater (1992)
The Featherstonehaughs.
Dancers: Rem Lee, Frank Bock, Stephen Kirkham, Mark Lorimer, Dan O’Neill. 
Musicians: Steve Blake — saxophone, Craig Vear —drums, keyboards.
Director: The Douglas Brothers; Music: Steve Blake; Costumes: Sandy Powell; 
Stage design: Mark Parry & Lea Anderson.
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Joan (1994)
Dancer: Lea Anderson.
Director: Margaret Williams; Music: Drostan Madden: Costumes: Sandy Powell. 
Perfect Moments (1992)
The Cholmondeleys and the Featherstonehaughs.
30 minutes.
Dancers: Lea Anderson, Teresa Barker, Gaynor Coward, Emma Gladstone, 
Alexandra Reynolds, Marisa Zanotti. Frank Bock, Stephen Kirkham, Mark 
Lorimer, Dan O’Neill, Carl Smith.
Musicians: Steve Blake -  saxophone, John Edwards -  double bass, Mark 
Sanders -  drums.
Director: Margaret Williams; Music: Steve Blake; Costumes: Sandy Powell; 
Producer: Anne Beresford.
Sardinas (1990)
Music: Steve Blake.
L’Spectre de la Rose (1994)
The Featherstonehaughs.
Director: Margaret Williams; Music: Drostan Madden; Lighting: David Scott; 
Costumes: Sandy Powell.
Lost Dances of Egon Schiele (2002)
The Featherstonehaughs.
9 minutes.
Dancers: Frank Bock, Stephen Kirkham, Rem Lee, Eddie Nixon, Dan O’Neill, 
Luca Silvestrini.
Director: Lea Anderson and Kevin McKeirnan; Music: Steve Blake; Lighting: 
Simon Corder; Costumes: Sandy Powell; Producer: Jo Allen for the BBC and the 
Arts council of England.
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APPENIX 3:
Awards 1988 -1997
Digital Dance Award 1989
Rencontres Chorégraphiques Internationales de Bagnolet 1990
London Dance & Performance Award for Outstanding
Achievement 1990
Digital Dance Award 1991
Time Out/01 for London Award 1991
Time Out Dance Award 1992
Time Out Award for Special Achievement
Bonnie Bird Award
London Dance and Performance Award
National Organisation for Dance and Mime in association with Dance Umbrella 
and Time Out awards
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APPENDIX 4:
Egon Schiele, biographical chronology 
(based on Jane Kallir, Egon Schiele, 1994).
1890: Egon Schiele was born on June 12, to his parents Adolf and Marie (née 
Soukup) Schiele. Egon grew up in the company of his older sisters, Melanie 
(born in 1886) and Gertrude (known as Gerti; born in 1894). Another sister, 
Elvira, died at the age of ten in 1893.
At the time of Egon’s birth, his father was employed as a stationmaster in 
Tulin, a small town on the Danube River, west of Vienna. From a very young age 
Schiele was enthralled by both painting and the railroad, and his parents 
encourage him to pursue a railroad career, possibly as an engineer like his 
paternal grandfather.
1901: Egon Schiele was sent to the nearest grammar school at the town Kerms. 
He was brought back to Tulin at midterm, where he finished the school year with 
the aid of a private tutor.
1902: He was sent to a Gymnasium closer to Tulin, in Klosterneuburg, Although 
his uncle Leopold Czihaczek lives there, he again boarded with strangers. His 
father, who was ill with syphilis, entered into a terminal phase and began to show 
signs of mental impairment.
1903: Schiele’s family joined him in Klosterneuburg, after the father was officially 
removed from his post in Tulin. On a summer outing to Marie’s birthplace, 
Krumau (now cesky Krumlov, in the Bohemian region of the Czech Republic), the 
critically ill father attempted suicide and died months later, on New Year’s Eve.
1905: Leopold Czihaczek, Egon Schiele’s uncle, together with Marie Schiele 
became Egon and Gerti’s guardians. Egon, who continued to be involved in art 
and struggled at school, was befriended by a local painter some twelve years his 
senior, Max Kahrer, and by the Gymnasium art teacher Ludwig Karl Strauch, who 
gave him private instruction.
1906: Two or three years behind most of his classmates, Egon failed the spring 
term and was removed from school. Against the protests of his uncle, he entered 
the Vienna Academy of Fine Arts at the age of sixteen. His mother and sisters 
moved to Vienna to be with him, and he also came under closer scrutiny by his 
uncle.
1907: Met Gustav Klimt (1862-1918). Went on a trip to Trieste with his sister 
Gertrude. In Vienna he moved to his own studio in Kurzbauergrasse 6, Vienna II.
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1908: Having completed the introductory curriculum, Schiele advanced to the 
General Painting class of Christian Griepenkel, a conservative painter whom 
Schiele disliked.
He had his first small exhibition in the Kaisersaal of the monastery of 
Klosterneuburg, organised by his former teacher Strauch. Klimt, whom Schiele 
met the previous year, and Kokoschka displayed their works at the Kunstschau, 
the first exhibition organised by the Viennese avant-garde since the Secession 
split.
1909: Schiele was invited by Klimt to participate in the second international 
Kunstschau. Schiele with classmates forms the Neukunstgruppe (New Art 
Group), which submited a formal letter of protest to Griepenkerl. Threatened with 
expulsion, he and many of his friends withdrew from the academy.
In December, the Neukunstgruppe launched its first public exhibition in the 
Salon of the art dealer Gustav Pisko in Vienna. There, Schiele met the art critic 
Arthur Roessler, soon to become one his most devoted champions and patrons. 
The other people he met are the collector industrialist Carl Reininghaus, the 
wealthy physician Dr. Oskar Reichel, the publisher Eduard Kosmak and Heinrich 
Benesch, a railroad inspector of modest means who followed Schiele’s career 
since the 1908 Klosterneuburg exhibition. This group of people became Schiele’s 
small and loyal group of patrons.
Four works by Schiele were included in the Internationale Kunstschau Wien 
(International Art Show, Vienna) under the presidency of Klimt.
1910: In his first full year of artistic independence, Schiele developed a personal 
variant of Expressionism. The Wiener Werkstatte published three postcards 
reproducing Schiele watercolours. In early May he escaped to Kurmau, which 
brought to a head the brewing conflict with his uncle Czihaczek, who now 
renounced his guardianship and all financial responsibility for him. The artist 
Anton Peschka and Erwin Osen, a mime and painter, joined Schiele, who stayed 
there most of the summer. Before settling in Vienna for the winter, he made a 
brief return trip in October to Kurmau.
At the suggestion of the architect Otto Wagner, Schiele embarked on a 
series of life-size portraits of well-known Viennese personalities -  a project that 
was never completed.
1911: Schiele, who felt uneasy in Vienna, was resolving to relocate permanently 
in Kurmau, accompanied by Wally (Valerie) Neuzil, his lover and foremost model 
until the time of his marriage. When a nude model is observed posing in his 
garden, Schiele was forced to leave Kurmau. He left for Neulengbach, west of 
Vienna, known to him as one of Czihaczek’s vacation homes.
Schiele’s first one-man exhibition in Vienna, arranged by Roessler, took 
place at the Galerie Miethke in April. In October he entered into his first sustained 
relationship with an art dealer, Hans Goltz in Munich, arranged via Roessler.
The painter and poet Albert Paris von Gütersioh published the first 
monograph on Schiele. Arthur Roessler analysed Schiele’s work in the monthly
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art periodical Bildende Kunst
1912: On April 1913 Schiele was jailed on counts of kidnapping, statutory rape, 
and public immorality. After the first two charges were dropped, he was convicted 
of the third and spent a total of twenty four days in prison. After his release, he 
returned to Vienna and rented a studio at Hietzinger Houptstrasse 101, which will 
remain for the rest of his life.
He exhibited alongside the radical Blaue Reiter (Blue Rider) group at Golz’s 
Munich gallery, with the Sonderbund in Cologne, at the Hagenbund in Vienna, 
and also participated in a two-person show at the prestigious Folkwand Museum 
in Hagen.
In addition, he acquired two important new patrons, the Viennese innkeeper 
Franz Hauer and the wealthy industrialist August Lederer. He spent Christmas at 
the Lederer estate in Gydr, Hungary, and paints a portrait of August’s son Erich, 
who later became an important collector of the artist’s work.
1913: Schiele’s relationships with his patrons -  Reichel, Reininghaus, Roessler 
and Benesch -  were becoming strained, affecting his financial position. A one- 
man show at Golz’s gallery proved a failure, and in the fall the dealer severed his 
ties with Schiele.
1914: Schiele’s financial plight worsened. He fails to win any prize in a 
competition sponsored by Reininghaus, and in April his landlord threatened him 
with eviction. In the fall he obtained the assistance of a new patron, Heinrich 
Bohler, who was also his first student. In December, Schiele had his second one- 
man show in Vienna, at the gallery of Guido Arnot .
WWI had so far little immediate impact on Schiele. In November, his favorite 
sister Gerti married his friend Anton Peschka. Schiele met the two sisters Adele 
and Edith Harms, who lived across from his studio.
1915: Schiele rejected the faithful but socially inferior Wally in favor of Edith, the 
younger of the two Harms sisters. The couple rushed to marry after Schiele was 
drafted into the army. Three days after the wedding, which took place on June 
17, Schiele reported for basic training in Prague.
After a brief stint there, Schiele was assigned duty closer to Vienna, where 
he was frequently able to sleep at home. He spent his days digging trenches or 
guarding Russian prisoners of war. Although he tried to pursue his art, his 
production in the second half of the year plummets.
1916: In May, Schiele was transferred to a prisoner-of-war camp at Mühling, a 
rural hamlet some three hours from Vienna. Edith joined him, since this place 
was not in a war zone. His superiors made an effort to accommodate his artistic 
needs. He was given an empty storeroom to use as a studio.
Although the war reduced artistic activities, Schiele got some exposure when 
the left-wing Berlin periodical Die Aktion published a special Egon Schiele issue.
A planned second exhibition at Arnot’s gallery fell through, but helped reawaken
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Schiele’s professional ambitions. Toward the end of the year, he launched a 
campaign to get reassigned to Vienna.
1917: Under the sponsorship of the young art dealer Karl Grünwald, Schiele was 
transferred to the Military Supply Depot in Vienna. Under the commanding officer 
Hans Rosé he created a pictorial documentation of supply depots throughout the 
Austro-Hungarian Empire. In June, Schiele traveled with Grünwald to the Tirol 
researching this project.
Schiele tightened his relationship with Franz Martin Haberditzl, the director of 
the Staatsgalerie (today Osterreichische Galerie), who bought three drawings 
early in the year and in September sat for a portrait. The bookseller Richard 
Lanyi published the first portfolio of Schiele reproductions in July. Schiele 
became active as an organiser of exhibitions. He gathers contributions for a “War 
Exhibition”, which opened at the Heeresmuseum (Army Museum) in Vienna and 
subsequently traveled in modified form to Holland, Sweden, and Denmark. His 
inclusion in an exhibition at the Munich Secession rekindlesdthe interest of his 
former dealer, Hans Goltz.
1918: Following the death of Gustav Klimt in February, Schiele exhibited at the 
Vienna Secession in March and sold all his works. He was busy organising 
exhibitions at home and abroad, and maintained a full calendar of portrait sittings 
and modeling appointments. In June, he was transferred to the Army Museum, 
where he was effectively given free reign to pursue his artistic activities.
Schiele's financial success permited him to rent a larger studio on the 
Wattmanngasse, although he retained his old one with the thought of 
establishing an art school there.
Edith, six months pregnant, contracted the deadly Spanish flu in October and 
died on the 28**’. Egon, already ill, lasted scarcely three days longer, dying in the 
early morning of October 31.
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APPENDIX 5:
The Featherstonehaughs Draw on the Sketchbooks o f Egon 
Schiele, Spring tour, 1998.
4, 5 February Huddersfield, Lawrence Battey theatre.
6 February British Dance: edition 1998, the Playhouse, Newcastle (30
min. Excerpt).
10 February Liverpool, Everyman.
12 February Cardiff, Sherman Theatre.
14 February Tewkesbury, The Roses Theatre.
16, 17 February Malta, Valletta, Manoel Theatre.
19, 20 February Leicester, Phoenix Arts.
24-28 February London, The Place Theatre.
3 March Brighton, Gardner Arts Centre.
4 March Mansfield, Palace Theatre.
6 March Cambridge, Arts Theatre.
10 March Chichester, Minerva Theatre.
11 March Crawley, The Hawth.
12 March Canterbury, Gulbenkian.
13 March Swansea, Taliesin Theatre.
23 March Taunton, Brewhouse Theatre & Arts Centre.
26 March London, Richmond Theatre.
27 March Farnham, Maltings.
Autumn tour, 1998
14 October 
16 October 
19 October 
22 October 
23-24 October 
4 November 
7 November 
19-20 November 
21-22 November
Swindon, Wyvern Theatre.
Hereford, The Courtyard.
Stafford, Gatehouse.
Newbury, Com Exchange.
WanA/ick, Warwick Arts Centre.
Bexhill on Sea, De La Warr Pavilion.
Musselburgh, Brunton Theatre.
Bristol, Arnolfini.
Wandsworth Arts Festival, Putney, Goodrich Theatre.
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Appendix 6: The outline structure of the dance.
Time Movement Sound Visual
“Isolation”
1.1
00:00-01:19
Four dancers lie on the 
ground, roll and move 
limbs very slowly. At the 
end, one dancer enters 
and stands.
Quiet sound 
like running 
water.
Lie on mattresses, 
wear underwear and 
are covered with 
blankets
“Intermission"
A
01:19-01:33
No sound
Darkness
“Isolation”
1.2
01:33-02:03
Five dancers move their 
limbs, slowly.
Similar quiet 
sound.
Circles of light 
illuminate the lying 
dancers.
“Intermission”
B
02:03-02:25
No sound Darkness
“Isolation”
1.3
02:25-04:06
Two dancers are busy 
folding a blanket. One, 
dressed, leaves, and the 
other, ‘naked’, makes 
poses until the dressed 
dancers join and retreat.
Similar quiet 
sound.
A circle of light 
illuminates the 
dancers on the 
mattress.
“Intermission”
C
04:06-04:20
No sound Darkness
“Egyptian
Frieze”
2.1
04:20-6:40
The dancers walk from 
side to side with stylised 
gestures. The body is 
divided into upper and 
lower parts, which face 
different directions. They 
turn, descend and rise 
from the ground, and 
move to the width of the 
stage.
Quiet and
rhythmic
music.
Neon lights define a 
framed space within 
the stage. The 
dancers are dressed 
in suits.
“Egyptian
Frieze"
2.2
6:40-11:30
The dancers use ‘flat’ 
movements in diagonal 
paths.
Quiet sound. As in the former 
section.
“Self-Portrait"
3
11:30-15:09
Couples move to the 
width of the stage and on 
the diagonal, running 
slowly forwards and 
backwards.
Quiet sound. Dressed in suits. The 
stage is lit a dim blue.
“Self-Seers”
4
Couples move while 
making physical contact.
Quiet and 
rhythmic
Within the dimly 
lighted stage, the
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15:09-20:35 They hold hands, pull 
each other, carry one 
another on their backs 
and keep eye contact all 
the time.
music. The 
Viennese 
Waltz is 
introduced.
neon tubes are lighted 
up.
“Artist and 
Model”
5
20:35-42:37
Spread on the stage, the 
dancers energetically 
and dynamically walk, 
turn, and make sharp 
direction changes. Later, 
they change poses on 
the mattresses.
The rhythmic 
sound is 
combined 
with the 
sound of a 
pencil
scribbling on 
paper.
During the section the 
stage is lighted, and 
towards the end it 
becomes darkened, 
until it is difficult to 
see the dancers 
move.
“Voyeurism”
6
42:37-45:52
One dancer poses for 
two voyeurs sitting 
upstage right, aware of 
the audience.
Quiet sound, 
similar to the 
beginning of 
the dance.
Lit stage.
“The
Reconstructed
Dances”
7
45:52-50:07
The dancers fall heavily 
in a stylised manner and 
than try to stand, 
repetitively.
Quiet sound 
like running 
water.
The mattresses are 
placed outside the 
neon-tube space.
“The
Marionettes”
8
50:07-57:55
Trio of dancers perform 
deconstructed waltz. At 
the end of this section 
they leave the stage 
empty.
Combined 
rhythmic 
original 
sound with a 
mechanical 
version of 
Strauss’s 
Blue Danube.
The neon tubes are lit 
one after the other.
“Conclusion”
9
58:02-59:30
The dancers enter from 
stage left, performing 
movement vocabulary 
taken from section 2 & 3. 
They pose and grimace 
in front of a lighted neon 
tube.
The same 
sound as in 
the previous 
section.
The neon tubes are 
turned off towards the 
end of the section 
until the stage is 
darkened.
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VIDEOGRAPHY
Car. NRCD (National Resource Centre for Dance) Collection. March 13,1997.
The Bends. The Video Place -  live performance at Queen Elizabeth Hall. 
September 29, 1995
Beyond Dance. The Late Show, BBC 2. October 23, 1990.
Big Feature. The Video Place -  live performance. Spring Loaded, The Place 
Theatre. February 20-23, 1991.
Big Feature. The Video Place -  live performance. The Place Theatre. September 
19-21, 1991.
Birthday. The Video Place -  live performance, Spring Loaded. February 11-12, 
1992.
Birthday. The Video Place -  live performance, Spring Collection 1992.
Clump. NRCD Collection (No details).
Cold Sweat. NRCD Collection. November 12, 1990.
Cross Channel. Dance House, MJW Production for BBC 2. May 24, 1992.
The Featherstonehaughs Draw on the Sketch Books of Egon Schiele. The Video 
Place -  live performance. The Place Theatre. 1998.
The Featherstonehaughs Draw on the Sketch Books of Egon Schiele. NRCD 
Collection. 1998.
Flag. NRCD Collection (Date unknown).
Flesh and Blood. MJW Productions, 1990.
Flesh and Blood. BBC Channel 4. September 27, 1992.
Flesh and Blood. The Video Place -  live performance. Spring Loaded. March 25, 
1997.
Jesus Baby Heater. The Place Theatre. October 14, 1992.
Joan. Tights, Camera, Action! (Series 2), MJW Production for BBC Channel 4.
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August 5, 1994.
Metalcholica. The Video Place -  live performance. 1994.
Perfect Moments. Tights, Camera, Action! (Series 1), MJW Production for 
Channel 4. October 11,1992.
Precious. The Video Place -  live performance. Spring Loaded. April 10, 1993.
Precious. The Video Place -  live performance. February 6, 1994.
The Show. The Video Place -  live performance. Spring Loaded, The Place 
Theatre. 1990.
L’Spectre de la Rose. Tights, Camera, Action! (Series 2), MJW Production for 
BBC Channel 4. August 26, 1994.
Venus in Mourning. Recorded performance at the University of Surrey. March 1, 
1988.
Waiting. Tights, Camera, Action! (Series 2), MJW Production for BBC Channel 4. 
August 5, 1994.
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